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PREFACE 


the Senate o! the Patna University, 
of which 1 had the honour to be a member, 
passed the introduction of musio in the Univer- 
sity, one of the subjects prescribed was the theory 
of Indian music It was then that I thought of 
writing a booh on the subject, although I could 
not make a beginning until long after my retire- 
ment five years ago I did not realise at the 
time that it was such a difficult task, there being 
hardly any Indian book available that dealt with 
the subject scientifically , not that the broad 
prmcipleB of Indian music are not known to the 
present day music experts, or not found in any 
of the books, hut how these principles came into 
existence, or why it is necessary to follow them 
is not to be found anywhere Shrutis and Gramas, 
for instance, are common terms in Indian music, 
but I have not seen a single book explaining 
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clearly and correctly what is meant by these 
terms. An endeavour has been made iu these 
pages to get at how the several principles govern- 
ing Indian music came to be established and it 
is a matter of gratification to find that all of 
them have scientific bases 

The chief function of music, the expiation of 
sentiments, as also the psychological interpreta- 
tion of tunes, is altogether absent fiom the books 
on Indian music. Sharngdeva in his Sangi'a 
Batnakara no doubt mentions the sentiments 
expressed by the tuuos of his time, blit that can- 
not be of any use to us, as the tunes, being som»* 
700 years old, are all obsolete, and the method of 
interpretation has not been explained. 

The art of harmony, which it is umvoi sally 
and perhaps rightly said does not exist m Indian 
music, but winch was practised in old tunes as 
has been shown m this book, does not find even 
a mention m any of the books available. 

All this required original investigation, and a 
treatment of the subject altogether different fiom 
that found m the existing treatises. An attempt 
has, however, been made to explain the subjects 
dealt with as lucidly and clearly as possible, 
giving illustrations where necessary. 
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I fully realise the imperfeotness of the produo 
tion, partly due to the subjeot being altogether 
new, but mostly to my own shortcomings AU 
that is hoped is that it will create a deserved res 
pect for the principles laid down by the anoient 
writers, give a start to their scientific applica 
tion and provide material for further investiga- 
tion 

B S'WABUP 
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THEORY OF INDIAN MUSIC 


Chapter I 

INTRODUCTION 

Music a Fine Art Comparison with other Fine 
Arts Music in India separated from Poetry 
Subjects included in Music 

'J’HE Indnn word for music is Sangltu, which 
meins a chorus or a song sung by many \mces, 
and also applies to singing accompanied by play 
ing of instruments md dancing In its vtst 
compass, therefoie Indnn music includes rauBic 
m all its forms, vocal, instrumental, choral, 
together vjith the allied arts of dancing and 
gesticulating As in all other advanced countries 
bo in India, munc is considered to be a fine art 
As such it may be defined as an art which 
•employs sounds (not necessarily words), combined 
so as to be agreeable to the ear, as a medium of 
expressing one’s emotions and perceptions, and 
of creating in the hearers the emotions and 
perceptions desired by the artist It is the finest 



amoiig the fine arts. A music artist has a more 
difiicult task to perform than the other artists, 
sculptors, painters, poets and architects, because, 
while the latter piesent their work to the 
audience in a tangible shape with feelings express- 
ed, the musician has to stimulate the imagina- 
tion of his audience and thereby engender m 
them those feelings to make himself understood. 
The scene of a lady wailing over the long absence 
of her lover, for instance, when presented by a 
sculptor, or a painter, or a poet, can easily produce 
the desired effect, but it is not so easy to do so 
by means of mere tunes. This is owing to 
sculpture and painting being perceived through 
the eye, unlike music, which is perceived through 
the ear 

Perceptions, we know, are transformed into 
emotions through ideas, based on previous ex- 
perience, which require words to form them, and 
words have a much closer psychological connec- 
tion with objects perceived by the eye than with 
those perceived by the ear A figure or a picture 
of the lady, or the meie words “lady wailing 
over the long absence of her lover ”, will create 
the desired emotions m the audience much sooner 
than the tune Bhdpdli, the appropriate tune to 



express and dreate those emotions, as it has first 
to excite the imagination of the audience to 
perceive the wailing of the lady, before any 
id p as can he formed and the desired emotion 
produced The name of the tune, viz , u Bhupdlf ”, 
will not create any impression even in the 
audience who know the tune, but if i description 
of the tune is given, it will have some effect as 
it brings f the scene before the mental vision 
The Udginf (tune; BhupdU is described as a lady 
separated from her lover, wearing a yellow s£rl 
(cloth) all her body turned pale due to the fire 
of separation 

Mu«ic, being perceptible thiough the ear, 
tlius takes time to have its effect on emotions, 
and it must be admitted that the emotions 
created are not very definite The help of words 
in the" form of songs or poetry is therefore 
sought and acting is resorted to for better effeob 
The whole histoi y of European music is a history 
of composition of appropriate songs for different 
occasion, rather than he evolution of tunes 
The tunes were kept subordin vted to the latter 
The tunes by themselves do not, and it was never 
perhaps meant that they should, produce partic 
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ular 'emotions, and as such lose the character 
of a fine art,. 

In India the case has been different Here 
music was treated quite independently of poetry 
or songs. At the start when, for instance, the 
hymns of S&maveda were sung over three 
thousand years ago, the tunes must have been 
composed to correspond with the subject-matter 
of the songs, and, vir? xetso, songs composed to 
describe what the tunes expressed Later, 
however, music was considered as a subject 
distinct from poetry. 

This gave both an advantage and a disadvan- 
tage to the Indian music. The advantage was 
that it enabled the various notes to be clearly 
distinguished from one another ; tlieir relations 
to each other found out, their effect, severally, as 
well as in combination, on the human mind 
determined, in short, it enabled details being 
worked out on a scientific basis All this, and 
perhaps more, is to be found now in the 
European music also, but tbe credit of the 
scientific analysis must be given to the ancients, 
and India can easily claim to be the foremost 
among them 



This scientific treatment; of music, as 5 a 
subject distinct from poetry, enabled the Indians 
to compose, by suitable combinations, a variety 
of tuue*, some to express particul u feelings and 
stimulate particular emotions, some for devotional 
purposes, some soothing to the br un and pleasing 
to the ear and so on, suitable foi different hours 
of the da> oi diffeient seasons of the j ear Each 
or these tunes excepting perhaps some recent 
corabinitioas has been allotted i name, and can 
be distinguished by ti lined eirs fiom others A 
good Iudian music! in can sing any song in any 
of the tune*, ind so can select Ins tune for his 
songs to suit the pirticulir occasion or the time 
of the dav fins is « great advantage, calculated 
to make mu ic effective 

The disadvantage o c alienating music from 
poetry ha* been thit tunes not having been fixed 
for the particulai pieces of poetry or songs, the 
latter ire not infrequently sung in tunes quite 
inappropriate to their subjects One aometimes 
hears song* with subjects like complaints against 
the frolicsome behaviour of Krishna made by the 
Gopikds of Gokul to his mother, sung m highly 
plaintive tune3 like Sohinf Many good musicians 
not of course artists, are found offenders in 



this respect; nor are the Hindustani theatres 
altogether free from this defect Sometimes it 
is very jarring on the ear when a song is 
unsuited to the subject. To enjoy music, there- 
fore, it is best, m such cases not to try to 
understand the subject of the song 

The Indian poetry abounds in songs on ail 
subjects, and also there are hundred's of tunes ^o 
that any feeling can be adequately expressed, 
but it is a matter of regiet that the proper 
application is wanting In fact, leaving out 
the effort made of a revival m recent years, the 
use of music as a fine art seems to have been lost. 

Reverting to the comparison between music 
and other fine arts, we have seen that, in the 
matter of expression, music has to exert itself 
much more for being effective than the othei fine 
arts Music has, besides, other disadvantages 
While the other fine arts have prototypes m 
nature to copy, music has practically none readily 
available For a sculpture or a painting every 
phase of emotions cau be found in every- 
day life. Poetry has words by which to express 
itself But m the case of music, it means 
evolving of principles by carefully considering 
the effect of each note and combination of notes. 



U&ny of the human emotions are, no doubt, 
expressible by variations in tone of the voice, 
but those are difficult to catch and, until very 
recently, they could not be definitely recorded 
The subject was, notwithstanding the difficulty, 
thoroughly gone into, md as has been said above, 
Indian music posoe&ses tunes representing almost 
every phase of human emotions As a matter of 
fact, this subject formed oue of the seven parts 
of the books on Sanglta The seven parts, called 
‘‘Adhydyas’’ ire (1) Surdihydya, dealing with 
different notes, (2) ltdgddbydya, dealing with 
tune3, (3) Tdladhydj i dealing with rhythm and 
timing, (4) Ha& tad hy ay i dealing with the playing 
on instruments, (5) Nritya lliyaya on dancing, (G) 
Bhavadhydya on gesticulating and acting and (7) 
Arthddhydya on the meaning, sense and kignifica 
tion of the tunes L'he last part dealt with the 
subject 

Leaving aside the question of expression 
and producing emotions, if we consider only the 
quality of exciting pleasure, or cheering one up 
when one feels miserable, music surpasses all 
other fine arts The latter do nob even come near 
mus;c in this respect The finest sculpture or 
painting would be passed scantily noticed, except 



by persons specially interested m those arts. On 
tiie contrary, any piece of music, vocal or instru- 
mental, draws some sort of audience, the number 
and the nature of the hearers depending on the 
quality of the music. Its attractiveness may 
be seen from the fact that almost every entertain- 
ment has music of some soit on its piogiamme. 

Music, it has been observed, has its effect also 
upon lover animals. In India, the charming of 
snakes by playing on flutes (known as Bin) is a 
frequent experience. It is also said antelopes 
used to be caught by charming them with music. 
D’Israeli, in his “Curiosities of Litoiatme”, 
has given seveial anecdotes describing the effect 
of music on ammalB, which show how horses, dog^ f 
hinds, mice, some of the birds, lizards, and e'.en 
spiders, come out of their way to hear music. 

The result of a musical experiment made in 
the London Zoo, described by tbe Director of the 
Zoo Society’s Aquarium, may be interesting. 
He says {vide the 1 Daily Telegraph ” copied m 
the “Englishman’" of 25th Apul, 1927) “ The 
rhinoceros was found to have no ear for music, 
and attempted to charge the orchestra, no matter 
what tune was played 



The aea lions on the other hand, were de- 
lighted with evervthmg put before them with 
the exception of ‘‘jazz” No matter how busy 
playing m their pond, they paused, and rose 
to the surface as soon as the orohe tra struck, up 
Most of the melodies that had exasperated the 
rhino delighted them, and they remained stand 
ing waist-high out of the water until the last 
str uns had died away 

Thunder storms and war time gunfire have no 
effect upon the sea lions, so that mere noise 
cannot offer an explanation foi enthusiasm The 
Zoo’s wolves and jackals responded all too readily 
to the music offered A tune set in a minor key 
at once caused them to point then nose3 to 
the sky and give voice in so vociferous a manner 
as to drown completely the orchestra The 
minor key, depressing at all times, had a likfr 
effect upon most of the animals The cheetih 
thoroughly enjoyed ‘ 1 want to be happy,” bufcreg 
istered discontent ind even alarm when favoured 
with Gounods “ Funerd March” The or 
chestra when playing in the reptile house never 
failed to bring the crocodile to the surface In 
fact every pond was emptied the beasts clustering- 
on the banks and, with heads upraised, evanc- 
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ing the keenest interest in the performance. 
In the insect house, the like effect was obtained 
with the scoipions and cet tam spiders All birds, 
strange to say, wore m no u ay attracted. Somo 
were obviously annoyed. 5 ’ 

Music is also said to posses medicinal proper- 
ties. It is paiticularly effect ivr in «ootlnng the 
brain and manv a disease of the brain has been 
cured by appropriate miwic It is also said to 
cure some nervous and other diMMse^, but it is 
doubtful if music can claim as much 
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Chapter II 

sound 

Sound-vibrations Musical sound , Pitch 
Concordant sounds Octave Saptaka Sthana 

]y[USIC has been defined as an art of combin 
lug sounds m such a way a s to be agreeable 
to the ear Sound is generated by the vibratory 
motion of the particles of a body caused by its 
ge f tiug into a state o£ tremor due to any shook 
•or otherwise It is conveyed to the ear through 
m elastic medium such as air or water IE a 
bell is rung inside a jar from which air has been 
extracted by means of an air pump, the sound 
of the bell cannot be heard, so a medium is 
necessary for heaung a sound The vib-ations 
miy be generated in the medium itself, as m the 
case of a flute In all cases, the vibrations are 
transmitted to the air (or other media) causing 
undulations, known as accoustic waves, which m 
turn cause vibrations ra the membranes of the 
ear These stimulate the auditory nerves, which 
conduct the sound impulses to the brain, and 
make the sonnd beard 
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When a aeriea of vibrations enters the ear at> 
equal intervals of tune, rapidly following each 
other, so that no intei mission is petceived, the 
result is a musical sound. If the intervals are so 
long th it the perception of a vibiation is lost 
before the successive one is perceived, or if they 
are so short that the vibrations cannot be dis- 
tinctly perceived, the sound ceases to have a 
musical character In the one case it will hardly 
be audible, m the other it will fotma noi^e i'lto 
minimum and maximum number of u in atm is 
for the sounds which can be called musical are 
16 and 8192 per second respectively Milled 
sounds, so far as their effect on the eai is con- 
cerned, are distinguished Fioin each other bv 
v?hat aie called then pitch, loudness and timbre 
Pitch is what makes the sounds known as 
acute, shrill, high, sharp, giave, deep, low, flat, 
etc It depends on the rapidity of vihiations of 
the particles of tho an in contact with the car 
A low number of vibrations m a given tune (ssv 
a second) gives grave or low tones, a high num- 
ber giving acute or shrill tones ; and the higher 
the number of vibrations, the shrillei the tone 
Pitch is thus directly proportional to the number 
of vibrations. 
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Loudness depends on the violence with which 
the membranes of the ear are excited, and there- 
fore on the extent or amplitude of the vibra 
tioos of the body emitting tho sound 

Timbre is the p culiarity of impression pro 
duced on tho ear by tho tone or sound of tho 
instrument or voice which distinguishes it from 
n like tone or sound of another instrument or 
voice It depends on tho harmonics co existing 
with the fundamental tone and their relativo 
intensities The terms, harmonics and fundn 
mental, will bo defined further on 

Of the three features of sound, pitch is by 
far the most important Several instruments 
have been designed to measure tho pitch or tl o 
number of ubntions producing a sound Tho 
most simple and convenient comparative measure 
-of the pitch i*> a string stretched over two sup 
ports, ns in a Sittfr or Vfnd On being struck, 
the string vibrates and produces sound, the 
•number of vibrations depending on tho density 
•and thickness of the string tho tension with 
which it ib stretched, and the distance between 
the two supports The lighter the material is 
the more tenBely it is stretched, and tho smaller 
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the distance between the supports, the greater 
will be the number of vibrations in a given time 
and mce versa Supposing that the material of 
the string and the tension in it are uniform, and 
that the distance between the supports can be 
altered at will, the number of vibrations pro- 
duced by striking the string will be inversely 
proportional to tbe length; half the length would 
give double the number of vibrations, one -third 
the length three times the number of vibrations, 
and so on 

The notes of different pitch following each 
other or sounding together are more or less pleas* 
mg to the ear according to the frequency of comci* 
dences of their vibrations m a given tune. Sup- 
posing, for instance, four notes, P, Q, R, and S, have 
400, 500, 600, and 800, vibrations per second res- 
pectively. Then m each second, the vibrations 
of P and Q coincide 100 times, of Q and R also 100 
times, those of P and R coincide 200 times, and of 
P and S 4C0 times* The combination of P and R 
will be more pleasing than that of P and Q The 
relation of P and S is, except for the difference 
of pitch, the same as would have been with P and 
another note having 400 vibrations per second. 
Hence it is said that a note havum double tke 
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number of vibrations in another note is the earner 
as the latter, being only double m pitch It is 
called Dwigtma (double), Dun or Tip of the lower 
note m Indian mubic and octave in European 
music 

1 he word octave also denotes the whole range 
of notes from a particular note to its octavo In 
Indian imisic this is called a baptahi [from 
the seven mteivals between the mam notes 
to be mentioned lower down] Fnra the mini 
mum and maximum number of vibrations in 
musical sounds u. 16 and 8192 it will be seen 
that the whole range of musical sounds is 9 oc 
taves, viz 16 vibrations to 32, 32 to 64, 64 to 128, 
128 to 256, 256 to 512 512 to 1024, 1024 to 
2048, 2048 to 4096 and 4096 to 81 92 The human 
voice extends only to a little over three octaves, 
from somewhere in the fourth of the above 
octaves to the se\enth So the Indian Music, 
which was meant specially to deal with smg 
mg, — playing on instiuments being only a 
subordinate adjunct, — nsually recognises only 
three octaves or feiptakas These are known 
as Mandra Sth&na Madhya Sth4na, and Tdra 
Sthdna corresponding to the terms Bass 
Middle, and Treble in European music, although 
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mot having exactly the same relative value as 
'regards pitch. The notes in the Madhya (mean- 
ing middle) Sthdna are in the easy uatural voice 
emanating from the throat; the Mandra (low tone) 
Sthdna notes require a little exertion of the chest 
•or bosom, and the Tdra (high or shrill) notes 
cause some exertion to the head or bram Hence 
Shdrugdeva m his book Snngita Pafniz/cat a says, 
(i: In practice of these three, Man dr i is expressed 
m the cliesr, Madhya in the throat, and Tdra 
m the head, and they are succes-ively double 
of the previous one ” 

The fact that the octave or double of a 
note is similar to the note itself made the task of 
fixing other notes relative to a fixed note some- 
what easier, foi when once the necessary or 
possible notes required for music were fixed for 
one of the Saptakas, say Madhvasthdna, the notes 
in the preceding or following Saptakas were to be 
their halves or doubles lespectivejy. 
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Chapter III 

MUSICAL NOTES 

Musical Notes In Harmonic Series , Old Names of 
the Notes , Vibrations, Interval, Shrutls 
''\/y r IIEN a string or wire stretched over two sup 
ports is struck, it emits a certain sound At 
the same time, the vibration waves striking the 
two supports and reflecting from them form nodes, 
dividing the string into numerous sections emit 
ting different sounds, all concordant with tho ong 
inal sound of tho whole string These subsidiary 
sounds are called harmonics (the original note 
being known as tho fundamental) because the 
nodes divide the string in the harmonic series of 
1 , h hi, a + i, £> 10 etc etc 

Whether the nodes thus generated in strings 
were observed by the ancients or not is not 
known So far is however certain, that the 
, ancient Indians knew that the most concordant 
notes were produced by the divisions of the string 
m the above harmonic series So the Danijla 
( ?tn=staff ) of their Vind was divided by frets in 
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divisions of h vt ( latterly \ by some ) 
and i from the upper support, giving the 
sounding length of the wire between the frets 
and the lower support, as §, % and 

•§, or reversing the order to get the lengths 
for a rising series of notes as 1, 5, 

■§, The interval between y and £ being rather 
big, two notes having y the lengths of £ and 
f respectively, m., 1% and ft were intro- 

duced, making the set of notes in an octave 

oq 1 8 4- 1, % i/1 ,8 i Thp TplflfilVP 

aS A J 9| 5i 49 JJ i!7J IS, .>• 1 ltinUlVU 

vibrations of these notes, which are inversely 
proportional to the length are — taking the original 
note as having 480 vibrations — 4S0, 540, 600, 
640, 7 20, 810, 900, 960 Ihe last noto being 
double of the first one forms the first note of 
the next higher Saptaka 

The names given to the above notes m the old 
days, when chanting of Sdmavoda Riks was per- 
haps the only singing, were as follows : — The 
original note was kuown as Krishta (meaning 
pulled or dragged) perhaps because other note3 
were derived from it. The next four, which were 
the harmonics, were known as Pratbama (first), 
Dwitfya (second), Tritlya (third), and Chaturtba 
(fourth), respectively. The two newly-introduced 
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notes were called Mandra (low tone) and 
Atiswarya (having a sharp tone) respectively, 
the one being lower than the other It appears 
the name Mandra, being a misnomer as compared 
with the preceding notes, was later changed to 
Panchama (fifth) 

The relation of a note to another is expressed 
by the ratio of their vibrations This ratio is 
technically called the "interval” between the two 
notes Thus the intervals between tlie eight 
notes (including the octave), in the ascending 
order, are o40/480, 600/540, 649/600, 720/640, 
810/720, 900/810, and 960/900, or 9/8, 10/9, 
16/15, 9/8, 9/8, 10/9, and 16/15 

The relative number of vibrations in tlio 
sixth note is taken in European music to be 800 
instead of 810, so the fifth and sixth intervals 
are 10/9 and 9/8, respectively, instead of 9/8 and 
10/9 in the Indian music 

In European music the ratio 9/8 is called 
a major tone, 10/9 a minor tone, and 16/15 a 
major semitone Other ratios are known as 
major or minor seconds, thirds, fourths, eto, 
and are defined by combinations of these tones or 
semitones 


C 19 3 



In the language of Indian Music these ratio 
fractions are expressible by the number of Shrink 
between the two notes, thus avoiding the cum- 
brous calculations. Shiutis (fiom Sanskrit 5T 
fihru, to hear) are fixed notes with the smallest 
possible intervals compatible with each of them 
being heard as distinct from its adjacent notes. 
Besides expressing the intoivals between the 
main notes of: the octave, foi which they were 
•specially designed, they also help m findiug 
out positions of concoidant intei mediate notes, as 
being at certain fixed intervals, they are them- 
selves in consonance with the mam notes. 

The fraction 9/8 being approximately equal 
to (16/15) 2 and 10/9 equal to (lG/15)o these in- 
terval fractions aie approximately in the propor- 
tion of 4, 3, and 2. Hence the interval ratio 9/8 
is represented by 4 shrutis, theiatio 10/9 by 3 
shrutis, and 16/15 by 2 shrutis. Therefore the 
whole interval between the first note Krishfca 
■and its octave is4-f3 + 2-f-4-j-4 + 3-k2 
or 22 shrutis. Let us see if by mathemati- 
cal calculation the numbers of shrutis as taken 
and making up the total 22, correspond with 
the intervals. 


C 20 ] 



Lot the notes Krishta eto be denoted by E, I, 
II, III, IV, V, A, trad K 1 We know that if tho 
interval between two notes bo divided into a 
certain number of parts, the numbor of part3 
between the first note and any intermediate note 
varies ns the logarithm of tho interval, so that if 
n be the number of parts and i tho wtorvnl, n 
varies as log t or n=c log t (c being a constant) 

Taking the cnso E nnd K 1 — «=22, t=2 
c = n/log i= 22 /!og 2 = 22 / U0108 — 73 1 8 

For K and I, n=e log i=73 OB log 540/lgO=> 
3 74, «ay 4 

For K nnd II n=73 08 log 000/480=7 C 8 , say 
7 

For K and III, a=73 08 log 640/4SC=9 13, say 
9 

For K and IV,n=73 081og 720/430=12 87, say 
13 

For K and V, n=73 08 log 810/480=10 Gl, 
say 17 

For K and A, t=73 08 log 900/480=19 95, 
say 20 

For K and K 1 , n=22 as taken 
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f So the number of shrutis, for the intervals 
between the notes, works out to 4, 8, 2, 4, 4, 3, 2, 
as taken by the Indian musicians. This explains 
why the number of shrutis was taken as 22, and 
shows that it was based on scientific principles. 
Any other number than 22 could, no doubt, have 
been taken, but then the convenient number like 
4, 8, 2, could not have been obtained for the 
intervals, unless the number was a multiple of 22. 
As a mattei of fact, some musicians of old took 
66 shrutis. Eohala writes, 

“ gTf^SrPd mV wfa fe^R ^T: l 

ferr: srRrei^rfpcr u ” 

i.e., some experts m the knowledge of shrutis 
take 22 shrutis, others take 63, and some expound 
that they can be innumerable. 

The import of the shrutis and their utility 
have, it seeuiB, long been forgotten, as the writ- 
ings of many of the present-day authors of works 
on music show an ignorance of the subject. 
Chatura Pandita, the author ot the Sansknta woi k 
fit Laksha Sangitam, ” sees id fit to question, the 
use of Shrutis and asks fur the rules about them 
Some authors make the number 22 as corres- 
ponding to the 22 Nddis in the body. Others try 
to show that there could be more than 23 shrutis 
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■or diatinot audible sounds in an octavo Shdrng- 
deva, the author of “ Ratndkarn,” has been held 
in ridicnle for making a Vind with 22 strings oor 
responding to the sounds of the 22 slirutia There 
seems to be no justification for nil this 

Sangfta Darpana gives the following oharao 
teristics of shrutis — 

i e , they are fixed (in relation to eaoh 
other), useful for the purposes of singing, disting- 
uishable (from the adjacent ones), and in good 
concordant relations with other notes They 
were allotted beautiful names, which, as given in 
Ndrada’s Sangfta Makarandn, were as follows 
Prasund ( uqyr ), Siddhd ( fog! ), Prabbdvatf 
( ummrt ), Kdntd ( =ettt ) Suprabhd ( gum ), 
Shihlid (ftnst), Diptimati (iftfgmft), Ugr4(<tm), 
Hlddi ( gnft ), Nirvin ( fhuhd ), Dird ( f^rt ), Sar 
pasahd (ttdam), Kshduti ( mrm ), Vibhiiti 
( fwgfh ), Mdlinf ( mfcft), Cliapald (uqaT), Bdld 
( mtn ), Sarvaratud ( ), tnhdufi ( mmi ), 

Vikal nf (fh^fcft), Hridayonmahnf t s^itimfopft ), 
and Visarini ( fhmftnrt ) The note Krishta was 
on Prasdnd 

These names wore later on replaced and the 
following substituted for which are also givoa 
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the number o£ vibrations, on the name datum as 
taken above for the mam notes. 


0. 

Kshobhim ( ) 

480 vibrations, 

1. 

Ti'vrd, ( ) 

486 

>? 

2, 

Kumudvati ( | 

• 506 
„ 512 

n 

a. 

Mandd, ( ) 

538 

i> 

4. 

Chhandovati ( ) 

540 

1 1 

5. 

Daydvatl ( ) j 

' 562 

L 569 

u 

6. 

Banjanf ( ) 

576 

i» 

7. 

Raktikd. ( ) 

600 

*i 

8. 

Raudu ( ^ ) -j 

'607 

1612 

»> 

9. 

Krodlri ( ) 

640 

it 

10, 

Vajrikd, ( g{lre;T ) 

648 

u 

11. 

Prasarim ( ^ 

r 675 
• 683 

1J 

12. 

Pn'ti ( sftfr: ) 

711 

•> 

13. 

Md-rjani ( ) 

720 


14. 

Kshiti ( i%%: ) 

729 

V 

15. 

Rakta. ( ^5T ) | 

759 

.767 

If 

16. 

Sandlpinl ( ) 

800 



[ 24 ] 



17 

Aldpim { wraifoft ) 

S10 

vibrations 

18 

Mad inti ( JTFtft ) 

S44 


19 

Rohim ( ) 

864 

» 

20 

Bawyi ( ) 

900 

n 

21 

DgiA < sm ) -j 

r 911 
l 918 

)! 

22 

Eshoblum in octave 
( 'rtfJWft ) 

960 

11 


It will be seen that the number of vibrations 
of Kshobhini is the same as that of the starting 
note Kriohta, of Chhandovatf the same as tLat of 
Prathama Raktikd has the same as Dvitfya, 
Krodhf the s ime ns Tntfya, Marjatif the same as 
Cbaturtha Atepinf the same as Panchama, and 
Ramyd the eame as Atisvarya The intermediate 
ones have been calculated by the ratios represent 
mg 4, 3, or 2, shrutis from one or other of the 
main notes In some cases, tvro values have thus 
come m 

From the number of vibrations for the main 
notes and the shrutis, it will be noticed th it a full 
Saptaka (of eight notes) could be divided into two 
equal parts each with four notes, ( e g Knshta to 
Tritfya and Cbaturtha to higher Knshta , or 
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Prathama to Chaturbha and Panchama to higher 
Prathama) the number of vibrations ia the second 
set being respectively one and a half times those 
m the first set. The first set is called Piirvanga 
(first part) and the second set is called TJttardnga 
(latter part) of the Saptaka The octave of the 
European music does not divide itself exactly in 
-this way 
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Chapter IV 

MUSICAL NOTES-(»«/,nr,«<) 

New names how s fixed , Standardising of Notes, 
Grama Changes effected, Present day 
Main Notes 

JN the previous chapter wo have seen how the 
seven mam notes and their lntermooiato noteB 
known ns Slirutis wore fixed They served all 
right so far as the singing of songs or poetry wob 
■concerned But 6cientifio treatment of tho 
subject necessitated that mnsio should bo 
separated from poetry, which in turn required 
that it should have its own language This 
meant tkuc each note should bo oxpressiblo 
by a single letter or syllable so that when 
combiued togetliei to form a tune they might 
be quickly and easily pronounced Tho selection 
fell on the letters St n, H., w and 

of the alphabet, to be med m tho monosyllabio 
forms of n (so) ft (n), H (ma) tt (pn), ftt (ni) W 
{aha) and >1 (ga) The selection was perhaps 
the best that could be made for easy and quick 
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pronunciation, the gutturals (excepting *T ), tho 
palatals and lmguals, as also hard letters 
(except q), and aspirates (except ^t), having bet n 
avoided. 

It was next necessary to find words, beginn- 
ing with these letters for the names of the notes* 
Knshta from which the notes started was given 
the name Nishdda (meaning ’ seated ’) ; Prathama 
was named Swara (the note), because it was the- 
first or the chief note Panchama retained its 
name. Ghaturtha was called Madhvama (middle^ 
as being the midway note between the chief note 
Prathama and its octave. To accommodate the 
rest of the letters ( ft, and ^ ), D witfya, Tntfya, 
and A.tiswarya 5 were named Rishabha, G4ndb£ra, 
and Dhaivata respectively, owing, it appears, to- 
their position on the Shrutls named Ugr£, Nirvlrf, 
and HaridayonmalmX (older names). The word 
0 Ugra ’ meaning £ powerful ’ and ‘ formidable ’ and 
also being an epithet of God Shiva, suggested 
* Rishabha ’ meaning * a bull/ Nirvira, meaning a 
woman whose husband and children are dead, 
suggested Gdndhdra, G&ndh£ri being the mother 
of the hundred Kauravas killed in. the great 
war of Mah£bh&rata. The word Dhaivata seems 
to have been derived somehow from Dhava 0*3),, 
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■meaning a rogne or a cheat, Hridayonmalma 
(black hearted) meaning the same The chief 
■note 8wara -was also named Shadja meanmg 
born of six), the derivation of which hnB 
not been satisfactorily established One 
-of the explanations defines Shadja as that 
which 19 produced by the application together of 
the nose, throat, bosom, palate, tongue, and teeth 
These parts of the body are not exclusively 
used in sounding the Shadja note, so the oxplana 
tion is hardly satisfactory The beautiful names 
of the notes coinod over 2000 years ago are etill 
an use 
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To recapitulate, the notes of the Indian 
music with their relative number of vibrations 
and intervals are noted below : — 


Old names. 

Later names 

o 

rS 

ci 

~ O) 

>*» O 

J P 

§ 1 

O ~ 1 

r'. j 

Number of 

vibrations 

Intervals 

Krishta 

Nisl.nda 

ft 

480 

7 9 





> - or 4 shrutis. 

Prathama 

Swara or 

sr 

540 

J 8 


Shadja 



1 10 





>■— or 3 shrutis. 

Dwitiya 

Risliabha 

ft 

GOO 

*) 16 





j’Yg or 2 Bhrutis. 

Tritiya 

Gandliara 

?T 

640 

] 9 





j- — or 4 shrntis. 

Chatuitha 

Mad by an a 

37 

720 

"5 9 

l 




t-g- or 4 shrutis. 

Panchama 

Panchama 

V 

S10 

1 io 





1 -Q- or 3 shrutis. 

Atiswarya 

Dhaivata 

V 

900 

1 16 





S- or 2 shrutis. 

lvnshta 

Ni«h&da 

ft 

960 

1 9 





V y- or 4 shrutis. 

Prathama 

Swara 

*7 

10S0 
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The number of vibrations representing tho 
pitch of the notes are, as explained so far, 
relative to each other, bearing the ratios known 
as the intervals But, with the improvement 
of science m the present day, instruments have 
been devised which can with great accuracy 
measure the number of vibrations m any note 
or sound, so that particular notes can be stand 
ardized This haB been done, and the treble c 
(*T m the Tarasth^na) is taken to be the note 
having 540 vibrations, the number varies slightly 
in different countries The other notes have 
vibrations relatively to this according^ to their 
intervals The old Indian music makers also, 
it appears, thought of standardizing the main 
notes, but it was not possible at the time They 
fixed up animals, generally screaming m the 
same pitch, whose voices in their opmon corre 
sponded with the notes m pitch, not necessarily 
lU the same octave They Bay 

<rasi *nfani 

^ UjT 

t e , the peacock cries Shadja, the cow lows in. 
Kishabha, the goats bleat in Gandhara, the heron 
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sounds Madhyama. ' In spring-time, the In lian 
•cuckoo cries out Pancliama, the horse neighs in 
Dhaivata, and the elephant screams m Nishdda. 
Sangita Ratndkara gives the bird Chd,tak& as 
uttering Rishabha, and a frog Dhaivata, instead of 
a cow and horse respectively This is atbest a very 
crude method of fixing the sounds of the notes 
Nobody has ever tried to see whether the voices of 
these animals have the same number of vibrations 
as the notes they represent have- The voices 
themselves do nob contmuo in the same pitch. 

The above table has been continued up to the 
higher Shadja (^r), as H being the chief note the 
octave is generally taken from *3" to ?3". The 
octave may be taken from any note to its double. 
In Egyptian music, the octave was perhaps taken 
from to 3T ; m Grecian music (Dorian) from f< to 

In order however that the note 3 be concordant* 
it was considered necessary that the series of the 
intervals as noted, vu., 4, 3 f 2, 4, 4, 3, 2 shrutis 
of the Indian music, or 4, 8, 2, 4, 3, 4, 2 shrutis 
of the European music, or similar scales should 
be kept up The series of notes with these 
intervals was known as the Diatonic scale m the 
European music and Grama ( ) m the Indian 
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The term Grdma is now less understood even 
than the shrutis There are verj few persons who 
know what is meant by Gtdma and this must be 
the case, because, when the real importance of the 
shrutis is forgotten, a Grdma, which is a particular 
arrangement of the shrutis cannot surely be 
understood The old Iodiau music before the 
time of Bharata (author of Natya Shastra , Circa, 
4th Contury AD) recognised three Grdtnas, Shad 
ja grdma Madhyama grama, and Gdndhdra grd 
ma Shadja grdma is the Beale noted above 
(tide Table), the other two Grdmas are obtained 
by having the interval shrutis counted from 
Madhyama and Gdndhdra respectively in place 
of Shadja The tnree Grdmas are shown below, 
side by side with reference to shrutis — 


Serial No 
of Shrntis 

Shadji Grama 

Madhyama 
Gr&raa j 

1 

Gandhara 

Grama 

0 or 2 1 

Nishada 

i 

Nishada 

Nishada 

1 

- 

— 

— 

3 

4 

Shadja 

“■ 

Shadja 

Shadja 
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Serial No 
of Shrntis 

Shadja Grama 

Madhyama 

Gr&ma 

Gandhara 

Giama. 

5 

— 

— 

Risbabha. 

o 

7 

Q 

Kish abba 

Ri&habhn 

— 

o 

9 

Gandhara 

Gandhara 

t 

Gandhara 

10 

11 

12 

— 

1 

— 

— 

— 

Madbyama. 

13 

: 

Madhyama 

Madbyama 

— 

14 

— 

— 

Pancbama. 

j 5 

— 

— 

— 

16 

— 

Pancbama 

— 

17 

Pancbama 

— 

— 

IS 

— 

Dhaivata 

Dhaivata 

19 

— 

— 

— 

20 

Ubaivata 

— 


21 

— 

— 

— 

22 

Nishada 

Nishada 

Nishada. 
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Ifc will be seen that Madhyane Grdma differB 
'■from Sbadja Grdraa only in the position of <T which 
is one shruti lower, and of ^ which is two shrutis 
3ower than in the latter In actual use in Madh 
yama Gidma, ^ was used at the 20th Shruti as in 
^hadja Grdma, and was four shrutis from Madya 
ma Grama 7, but Shdrngdeva still took it as a 
Vikrita Swara for Madkyama Grama Gandhara 
Grama howover differs very considerably, as 
excepting ft (and of course *r) every note is 
different, sr and *7 being one shruti lower, ft and 
yj two shrutis and V three shrutis lower This 
grdraa was therefore very inconvenient to sing 
.and was given up by the time Bharata wrote bis 
Natyashastra At the time of Shdrngdeva (the 
author of Sangita Ralnalcnr y 12fch century AD) 
therefore only the first two gramas were m 
use Later on, Madhyama Grdma was also 
merged into Shadja Grdma, which is the only 
grama now in use About the Grama, Chatur- 
dandiprakdsha says — ‘ Of these gramas, the 
Gandhdra Grdma is not on the surface of the 
earth It is agreed by all that it is used in Swar 
galoka (Heaven) With us, even Madhyana 
grdma is not existing , in Madhyama grdma 
Panchama has only three shrutis Sangita 
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(Shrhmrila has the following on the same sub- 
ject : — 8 ‘ In the Shastra written by Bharata there 
are two gramas, Shadja and Mahyama, In Shadja 
grama, Panchama has its position at the 17th 
shruti, but mthis (Madb)ama Grama) it stands at 
the sixteenth shruti. In the current (^rqq) music, 
Madbyama Grama is not to be seen. All the mu- 
sicians sing songs dependent only on Shadja grama 
which is the chief grama now. 5 ' 

As time went on, the real grama ratios were 
also not adhered to, piobably because they were 
forgotten. The notes were fixed by measure-*- 
ment on the dan da ( 3^=3 taff) of the Vina. They 
did not however differ much from the older 
notes. Sangiia P areata (by Ahobala Pandita) 
determines its notes is following manner : ec The 
T^rasfhana Shadja is found at the middle point 
of the Vina danda ; at the middle of the two 
Shadjas s is Madbyama ; dividing the Vina in 
three parts we get Panchama; at the middle 
point of Shadja and Panchama stands Gandhara ; 
in the first half of the distance between sr and ^ 
Rishabha is to be fixed ; at the middle of q and 
sr (double) comes Dhaivata ; and leaving two 
parts of the distance (between q and double) 
is the position of Nisbada” 
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This gives the number of vibrations to the 
different notes toting thoso of 8 as 540, as u 648, 
n 720, q 810, H 92o f, ft 9~2 and 8 (double) 
—1080 ft has not beon definitely fixed It will 
be seen (Cf table on page 80) that Gindhdra, 
Dhaivata, and Nishddd differ from our grdma 
notes, the first and third by one shruti, tho 
second by rather more 

The European musio follows tho grdma, 
except for the slight differonoe m two intervals 
(five md sir) as noted already Ono chief diffor 
enco however is that tho first interval of J/8 (or 
four shrutis) is taken between 8 and ft instead of 
between ft and a of tho old Indian musio, and 
tho other intervals follow accordingly Tho nnm 
■bers of vibrations therefore are 8 540, ft 6074, 
nG75,8 720,q810,*i9J0,ft 1022* end 8 (double) 
1080 Comparing with tho noto3 in the tablo 
given on p 30 the notos ft, 8 and ft, aro sharpor 
in tho European music Tho English letters 
indicating the seven notes commencing from 8 
-are C, D, E, E, G, A, and B 

Tho Indian music of the presont day has tho 
same notos as tho European music with alteration 
in the fifth and sixth intervals as in the old Indian 
music, so that tho vibrations for (w) come to 911} 
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instead of 900. Why and when the change from* 
the old notes took place is not known. To con- 
nect the new notes with shrutls it has been said 
that Shadja of the present day has been fixed at 
the first shruti (Tivra) instead of the fourth, 
[Chbandovati], This explanation is neither satis- 
factory nor correct. The change must have 
taken place very recently, for none of the old 
Sanskrita books on music recognise this. The 
change however makes little difference, as all 
these notes are included among the old notes, 
either as mam or the intermediate ones, so th6 
only effect of the change is that some of the old 
mam notes are now taken as intermediate notes, 
and vice vena Ibis will be dealt with in the 
next chapter. We may conclude this chapter 
after noting the intervals taken by Pythagoras, 
the Grecian philosopher, who first attempted the 
numerical evaluation of musical intervals of 
European music His intervals were 9/8, 9/8, 
256/243, 9/8, 9/8, 9/8, and ‘256/243, the first 
being between Do ( ST ) and Re ( ft ). ' His 

number of vibrations, taking those for sr as 540, 
would thus work out to ST (540), ft (607^-), »r> 
(683^), 7/16,sr(720),q(810)^ (811^,^(10253%) 
and ^Sf double (1080). 
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Chapter V 

VIKRITA NOTES 

VIkrita Notes based on Shrutls Comparison of the- 
Notes used at different times Reduction of the 
number n disadvantage 

havo, in tlio previous chapters, dis- 
cussed how tho main notes of tho Indmn 
innsic, boili old and now , wore fixod Theso am 
known as bhuddha bvwiras ( ^rn ) or pum 
notes Wo havo bowovor aeon that Bomo of the 
old Sbuddha Swirls (ft, *T, *7, and fi ) aro no 
more considered as Slmddha in tho present day 
Hindustani music in winch theso notos with a 
little Inghor pitch aro taken as Slmddha Tins 
is not the chbo in tho music tn tho South, which 
almost follows tho old notes 

The notos which aro not Sbuddha are called 
Vihrita ( f^rr ), meaning ** Modified ** but tlioy 
have to bo in concordant relations with 8omo or 
the mam noto<* They are thus defined in 
Chatura Pandita’s Lai aha. Sangita , quoting fromi 
Sangita iStfrrtmrifa 
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^tfcr qfqs^T : II 

s. e., when a note falls from its position m such a 
way as to be controlled by shrutis its Vikritatwa 
(modification) is accepted by the Panditas. 

We have dealt with three Shruti intervals, viz., 
•9/8 or four shrutis, 10/9 or three shrutis, and 
16/15 or two shrutis. These are otherwise 
named respectively as K&kali ( ), meaning 
u sweet Sadhd,rana ( siraR*!! ) or “ ordinary 
and antara ( srr ) 01 “ intermediate Men- 
tion has been made m some of the compara- 
tively recent Sanskrita books of five shrutis and 
six shrutis intervals also This ivill be noted 
lower down. 

Shd,rngdeva mentions twelve Viknta notes 
found according to shruti intervals, in the follow- 
ing manner, thus forming with the seven Shuddha 
notes, nineteen notes altogether * 

Shuddha Shadja being four shrutis from 
Hish&da, he takes another Shadja (called or 
fallen Shadja) at three shrutis, Then he takes 
one Viknta Shadja at two shrutis interval from 
•each of these two d. e., and §£§£ ) skadjas. 
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Viknta Rishbha has bean taken at four shrntis 
interval from Shuddha Shadja 

Gdndbdrn being two shrutis from Rishabha, its 
Vikntas are taken one at three slirutis from Risba 
bha, and the other at two shrutis from itself 
The«e are known as Sidhdrana Gandhdra and 
Antan Gdndhdra respechvely 

Madhyama has, like Shadja, two Vikrita forms 
being at four shrutis intervals from Sddhdrana 
and Antara Gdadhdns respectively 

Panchama becomes Viknta m Madhyama 
grdma by having four shrutis interval, this grdma 
having only a three shrutis interval between 
Madhyama and Panchama 

Dhuvata, which is at two shrutis interval 
from Panchama in Madhyama grdma gots Viknta 
•at four slirutis in that gru na 

Nishada, which is at a two shrutis interval 
from Dbaivita becomes Viknta at three and four 
•shrutis, and is known as Kaishika nishdda and 
Kdkah mshdda respectively The word “Kaish 
ika ” means “ fine ”, and is applied to a note one 
^shruti higher than the main note, in the same 
way as <f chyuta * denotes a note one shruti lower 
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These Viknta notes weie not all considered 
necessary by later musicians, who rejected or 
added notes according to the requirements of 
music in them times. 

Ragavibodha by Somandth Pandifa, winch has 
the same Shuddha swaras as Rafcndkaia, considers 
only seven Viknta swaras necessary, viz,, Chyuta 
Shadja (called Mndu Shadja), the two Gdndhtiras, 
and the two Nisluldas of Ratamikara, together 
with a Mndu Madhyama and a Mridu Panchama 
being at three Shrutis from Shuddha Giindh&ra 
and Shuddha Madhyama respectively. 

Swaramela Kaldnidhf has also the same 
fourteen notes (seven Shuddha and seven Vik- 
nta) as Ragavibodha. The names of some of 
the noteB have however been altei ed according to 
tbe usage of the notes at the tune. Chyuta Shadja 
being allied to Nishdda was called Chyuta Shadja 
Nisbada, Mndu Madhyama was called Chyuta 
Madhyama Gdndharn, Mridu Panchama was 
named Chyuta Panchama Madhyama. In the case 
of Antara G-dndhara being treated as Shuddha, 
the Shuddha Gdndbdra was called Puncbashruti 
Hishabha, and Sadbarana Gandhdra Shatshruti 
Rishbha, Sumlaily, according to the position of 
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Nishada, the Shuddba and Koishiha Niahada® 
were known os Panchaahruti and bhatshrnti 
Dhaivatas respectively 

This introduces us to two nott intervals of five 
shrutis and sis shrutis, and at the same time Bug* 
gests that Gdndhdra and Nishdda may be taken as 
bhuddha at a higher pitch The now intervals work 
out to be — five shrutis=10/9x l6/15«=*32/27, 
and eix shrutis=9/8 X 16/15=G/5 A sis shrutx 
interval may also bo 10/9 X 1C/9 = 100/81 
These are in fact ratios between some of tho notes 
and their third*, as between H and * 1 , ft and 

etc 

Cboturadandi prakdshika and Sangita Surara- 
nta recognise only five Viknta notes, making up, 
with tho seven mam notes twelve notes alto 
gether These are tho two Gandlmras and tho 
two Nishadas of Ratnakara, and also its Vikrita 
Madbyama named m these works as Varali Ma 
dhyama Hero Shadja and P inohama aro takon 
as Achala bwaras [unchangeable notes] Also 
Rishabba and Dhaivata havo no Vikritas 

bangtta Purijdta bus a peculiar way of reckon 
ing its notes It takes Sbadja and Panchnma as 
Achala, and each of tbe remaining bve notes as- 
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having sis degrees of pitch differing by one Shruti. 
In an ascending scale, the sis degrees are named 
Pfirva (first), Komala (soft), Shuddha (pure), 
Tivra (sliarp), Tlvratara (sharper), and Tivra- 
tama (sharpest) The gamut or Saptaka is divided 
into twenty-two parts or skrutis, and the Shuddha 
swaras are fixed asm Ratnakara, Komala and Pfir- 
va then precede, and Tivra, Tlvratara, and Tivra- 
tama, follow the Shuddha note. Many of the notes 
overlap in this way and consequently have two 
names. The author, Ahobala Pandita, then says 
that ten notes of these, mz , Purva and Tivra Rish- 
abha, Tlvratara and Tlvratama Gdndlulra, Tivra 
and Tlvratama Madhyama, Piirva and Tivra Dhai- 
vata, and Tlvratara and Tlvratama Madhyama, 
Piirva and Tivra Dhaivata, and Tlvratara and 
Tlvratama Ktshdda have to be left ont in the 
then current music. This left only twelve notes. 

The present-day Indian music also takes notice 
of only twelve notes, viz , seven Shuddha and five 
Vikritas. As we have seen, however, the Shuddhas 
■of the notes ft, *T, vi, and fti, now are sharper than, 
'those in the old Indian music. This is due to 
the first interval of four shrutis having been taken 
■between sr and ft instead of ftr and sr, so that 
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Shuddha ft is sharper by one shruti, n by two 
shrutis * by one ahruti and ftt by two shrutis 
The Vihritas are homala ft, u '1 and Pr, at two 
Snrntis interval from the next lower Shuddha 
swans a, ft, 1 and respectively, also Tivra n at 
a two shrutis interval below <J, and sometimes the 
same interval above Shuddha 

These ViLrita notes introduce to us one more 
interval, viz one shruti interval, i e , the one 
between a Vikrita note and the closer of the two 
mam notes between which the ViLrita occurs 
When the interval between the main notes is three 
shrutis, the value of the one shruti interval is 
25/24, and when the interval is four shrutis it is 
81/80 The former is called a chromatic semi- 
tone in European music, and is the interval by 
which the notes are generally sharpened and 
flattened in wha is called the chromatic scale 
The one shruti interval m the Pythagorea n 
scale, we have seen, is ~ 

The names of all the notes, according to the 
different works on music, are given below, sid& 
by side, for the sake of comparison — 
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Dhaiyata 










Going through the comparative table given 
above, two facts are noticeable : 

(1) The number of notes -has gradually 
’decreased; while it was nineteen at the time 
iRatn&kara was written, it is Only twelve at 
Ithe present day, 

(2) There is a tendency -of equalising the 
intervals between the notes. 

It is doubtful if the reduction in the number 
of notes has been to any advantage. The higher 
Indian music, which follows nature generally, 
requires m most cases that, in going from one 
note to another, the approach should be gradual, 
as is noticed m Rag&lpana. It is only the light 
music which approaches its notes m leaps as it 
were. The reduced number of notes, mz, t twelve, 
is quite enough for the latter, but hardly for the 
former. It is true an accomplished singer will 
not care whether the notes which he utters 
are m the gamut or not, and will go through all 
the necessary gradations of sound, but a begin- 
ner has to go by the notes he learns, and so his 
production is likely to sound like a series of 
distinct notes rather than a well-blended piece. 
We notice a gradual replacement of higher music 
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and dlipana by lighter music, and a , growing 
love for theatrical songs This must, to a, car tom 
extent at least, bo attributed to ,tho gradual 
disappearance of the old Vikrita notes Even 
European musio has moro than twelve notes It 
is a matter for consideration by the exports 
whether a fow intermediate notes should pot 
be ro introduced in appropriate places [tet 
also Chap VT1] 

The equalisation of intervals is a natural 
consequence of tho reduction of tbo number of 
the Vihrita notC3 Tbo intervals, in order that 
thoro bo concordance, havo bowovor to bo those 
already noticed This comes in the way of 
exact equalisation But m tho caso of mstru 
monts with a hov board similar to tho piano 
forte, wlnoh can havo only a dofimto number 
of notes, it is difficult practically to maintain tho 
correct intervals for nil tholnotes, and oqualisn 
tion has been offootcd Harmoniums aro also 
constructed on this b isis i « , tho wholo mtorval 
betweon a noto and its octavo is divided into 
twelve oqual ratorvnls of about 10G/100 This 
is known as oqual toinporamontof tho notos Tho 
music obtained from those instruments is never 
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agreeably in tune ; it is deficient in richness of 
effect and is generally insipid. So, while har- 
moniums are quite good for beginners to learn 
music m its elementary stage, their use should 
be discarded for advanced stages, as their notes 
are not m the natural concordant relation to 
each other. The tempered notes are called 
enharmonic notes. 



Chapter Vi 

SCALES 

Grama and Grama Rajfas Murchhana f Vlkrita 
notes obtained from Murchhanas , Old Parent 
scales , Alarg-a and Deshl raga » 

JN tho previous chapters wo have soon wlint 
musical notos wore in uso ot different periods 
from the time of Ratnukan up to the present 
day Thoso wore not fired in a haphazard 
manner, but scientifically After determining tho 
concordant serie3 of intervals in tho ootavo of 
22 ahrutis taken from W to ft, the first nttompte 
wore naturally directed towards forming othor 
scales, by putting tho different notos successively 
in place of tho main note tt, and the subsequent 
notes following at tho correct intervals This 
gave the different grimes, of whioh wo have 
seen throe wore recognised in the old days, the 
bhadja, tho Madhyama and tho Gindhira gramas 
[vide tablo on page 33 — 34] Of the othor four 

gramas, fJishida grimn worked out to almost 
the same as Gindhdra grima Rishabha and 
Dhaivata gritnas, whioh wore similar (except 
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for the position of sr), altered the position of 
Nisbdds, from which all the main scales were 
supposed to start and were hence not adopted as 
gramas. Panchama was nearly the same as 
Shadja grdma. 

Fixing the three gramas, the next series of 
scales were formed by placing their main notes 
& , 3? , and , successively in the position of each 
of the other notes, Thus for each grdma there 
were formed seven scales or twenty-one in all. 
This process was called Mrirchhand = 
swooning) so called because the main note, as 
if m a trance, placed itself in the position of each 
ofchei note. Bach such scale was given a name. 
Mlirchhands for the Shadja grdma are given 
below. From these and the murclihauds of 
Madhyama* grdma all the vikrita notes of 
Ratnakara, or for the matter of that of the whole 
Indian music, are obtained. These have been 
inchoated. 
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There were perhaps other methods too of 
forming scales in old days, but they are not 
known at present Nor is it possible at this 
distant age to say which of the old scales then 
known as grama ragas ( HT*? *UTT ) corresponded 
with the scales noted above except of course 
Shadja and Madhyama gramas Sharngdeva 
names 30 grama r£gas classified under five 
classes, its 

1 Shuddhas or pure — 7 in number, 

? Bhinnas or different, perhaps with a 
modified series of intervals — 5 m number, 

3 Gauras perhaps coming from Gaura 
country — 3 in number 

4 Vesaras or mixed ones— 8 in number, 
and 

5 Sadharana or ordinary, used by the 
public — 7 in number 

Sharngdwa says they differed from each other 
m the absence or presence, more or less, of Vakra 
or turning notes (se Chapter IX) and Gamakas 
(tanas and alankaras — Chapter X), in the slow or 
quick succession of notes, and in the use of the 
different Sthanas (Tara, Madhya and Mandra 
Chapter II) He knew only fifteen of these 
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having been .used to form r£gas or songs., Some 
of the names of these grdma r£gas still obtain in 
the present-day Indian music, e.g , Kukubha and 
Hindoia, but it is difficult to say if the tunes 
really continue the same. The old scales have 
thus only an academic interest. The following 
facts are however noticeable -(l) The mdr- 
cbband of Panchama is the same as Madhyama 
gr&ma, (2) except m this mdrchhani, the note 
Panchama is a fixed one so far as the Shadja 
gr£ma is concerned, (3) The murchhand of 
Nishdda is the same as the current main scale 
or Shadja grama of the new Indian music. 

The books written after Ratnakara have their 
own scales called melas ( : ) or Janak melas 

[scales from which ragas are derived, the word 
Janaka, meaning “ father”]. These differed from 
the old scales m that while the latter were 
derived from the particular series of intervals 
by the process of grdmas and tmirohhan&s, and 
were the producers of the several viknta notes, 
the post-Ratndkara scales were formed ifrom the 
shuddha, and vikrita notes already fonnd out. 
and hardly followed, any fixed series of intervals , 
In these Janak melas, the following points are 
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supposed to have been observed —0) That they 
should contain all the seven notes whether in 
the shuddha or vikrita forms, and (2) that the 
notes should be used in the correot order in 
both ascent and descent, i « , rr, ft, *J, w <f, w, 
fir in ascent and tr fit, S, <J, n, it, ft, in descent 

The Indian terms for ascent and descent are 
Arohana (vnftsm) or Anuloma ( ■-Mgatu ) and 
Avarohana ( irmflrps ) or Viloma ( firarttr ) respect 
ively 

Rdgavibodlia mentions 23 Janak melas, and 
Swarkmela Kaldmdhi 20 Chaturndandiprakdsha 
and Snngltasdramrita calculate the possible nuni 
ber of Janak melas in the following manner 

The octave, we have seen (Chapter III) is 
divisible in two parts called Purvdnga and 
Uttardnga These are taken one from 11 to JT 
and the other from 1 to 8 [double ] For this 
purpose »r, and t are taken as fixed, only the 
intermediate notes ft and n m Furvanga and n 
and fir in Uttaranga are taken as changeable 
From the table on pages 4b — 48 it will be seen that 
these workB recognise four variations between ir 
and * 1 , and four variations between 1 and n 
[double] I he middle two of these baring two 
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names in each [ vide column 4 of the table]. 
By taking combinations, we therefore get 
six combinations for each of the two groups, 
•or 6 X 6 = 36 scales altogether. But this is 
taking sr as a fixed note, which is not the 
case, there being another 3* called Varall Madh- 
yama. Hence there can be 36 more scales with 
this Madhyama, or 72 scales altogether. Names 
have been allotted to each of these 72 scales. 

It will be seen from the table referred to 
that the interval between some of the notes to 
form these scales would be only one shruti, which 
is hardly allowable, and the number of the 
actually usable scales would be much reduced. 
As a matter of fact, these two works mention only 
nineteen of these as m use m their time. Venka- 
teshwara, who calculated out these scales, himself 
■says that he did so only m academical interest 

These old scales could not be of much use to 
us now as their Shuddha ft, *T, sf, and ftjr, do 
not find a place on our gamut (vide table page 
46 — 48) and although the names of many of the 
old scales coincide with the present-day scales, 
strictly speaking the two are not the same The 
latter therefore require a separate treatment. 
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very mucli oa the same lme3 no doubt This 
will be done m the next chapter 

It may be mentioned of the later post* 
Ratnakara writers, to their great oredit, that they 
tned to release music from the fetters of the old 
grama conventions, even if it was quite scientific, 
and enlarged its scope, so necessary to the 
development of a fine art No doubt, in India, 
the general public has never confined itself to 
the conventional music, and the songs were from 
very early times divided into two classes, called 
Marga (*nd) and Deshi the former 

strictly following the rules fixed by the old 
music makers like Bharata and used m worshipp- 
ing gods and invoking their blessings, the 
latter being those sung by different people in 
different parts of the country according to their 
taste, thus beinjj more popular and pleasing 
The present tendency, however, of banishing 
shrutis or grama out of our music altogether is 
not very wholesome 


C 61 ] 


Chapter VII. 


NEW SCALES. 


'Grama Ragas in Current music; New Vikrita notes 
obtained from Murchftanas ; How Shadja and 
Panchama become Fixed notes ; Nevr 
Parent Scales worked out. 

QUR present main scale is, we have seen, tho 
Nishdda mtirchhana of the old main scale, and 
lias the following series of intervals between 
and tq : — Shadja to Rishabha, 4 shrutis; 
Rishabha to Gandhara, 3 Shrutis ; Gandhara to 
Madhyama, 2 shrutis ; Madhyama to Panchama, 
4 shrutis ; Panchama to Dhaivata, 4 shrutis; 
Dhaivata to Nishada, 3 shrutis ; and bTisbada 
to Shad]a (double), 2 shrutis. Prom this scale, 
the process of mhrchhan£ as explained in the 
previous chapter works out the following seven 
scaleB 
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The following facts are noticeable in the 
above Htirohhana table — (l) The miirohhana of 
Rishabha is the old Sbadja grama mun scale 

(2) The murchhand of Dhaivata is the old 
Madhyama grama 

(S) The Mdrohhanas of Gdndhdra, Madhyama, 
and Niahdda, give all the Vihnta notes in use in 
the present day mnsic There are two additional 
modifications of n and *?, each a sbruti higher 
than the Shnddha n and They are thus the old 
Chyuta Madhyama Gdndhdra and Kaishika 
Madhyama The Mdrchhand of Panohama also 
gives and Kornala fa, each a shrati lower Those 
are the old Shuddha Dhaivata and Nishdda res 
peotively Althoagh we do not recognise these notes 
(E sharp or Pythagorean E, F sharp, A, and a 
semitone flatter B of the European music) as 
Separate notes, they give the correct music, and 
it is a matter for consideration if any of them 
should not be reintroduced We shall come to 
this later on 

(4) The note Panohama does not undergo 
any variation, except m the Madhyama grama 
and the Murohhana of Nishada where it becomes 
identical with Tfvra Madhyama 



( ' Thefacttbatamurchhanaof the Shadja grama 
could also produce the Madhyama grama, which 
was also noticed in the case of the old scales, has 
helped in the amalgamation of the latter grama 
with the former. This, m turn, made the note 
Shadja as a fixture, for there can now be no scales 
or ragas, (songs) without this note. In the time 
of Sbarngdeva, when Madhyama grama was in 
use, in which Madhyama and not Shadja was 
taken as the chief note, there used to be songs 
without Shadja. 

The amalgamation, or rather abolition, of the 
Madhyama grdma, which had variations of Pan- 
chama also, left this note also as one not under- 
going any change. Hence, in the present-day 
music, and q are both fixed notes, the former 
being indispensable at the same time 

(5) The Miirehhand of Madhyama associates 
the tfvra madhyama with Panchama, from which 
it is two shrutis lower, and with other Shuddha 
swaras the note also occurs in the” Mfirchhan£ 
of IShshdda, as a modification of Panchama, where 
it is two Shrutis higher than the Shuddha 3T, which 
is itself present, and is associated with the other 
Viknta swaras iivra 37 , therefore, suits well 
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with many of the notes, and is almost next to% 
in importance » 

Of these Slrirchhand scales the mam one 
(that of ?T) is known 3 s Bilavala (old names 
Shankarabharana or Sbanharabhtisbana) , the 
Murchhand of G-£ndh4ra, with 5? a shruti lower, is 
called Bhairavi that of Madbyama, with -t? a 
shrdfci lower, is called Yamana or Iraana Oha 
tura Pandita prefers to call it Kalydnf which is 
also the old name the other four not being in 
use now Bhairavi and Kalyam, it may bo 
noted, are the Panchama and Dhaivata mtir 
chbamto respectively of Madhyami grama The 
three sciles, Bil&vaU Bhairavi, md Kalyam, of 
the present day nmsic are therefoie grdma rdgas 

Before applying the other process of obtain 
ing scales, it is better, m order to facilitate 
writing, to give short names to each of the notes 
(including VikriUs) the full system of notation 
will be dealt with later on We shall call Shadja 
as 5T (aa) Komala Rishabha as *T (ra), Shuddha 
oi Tivra Rishabha as ft (ri), Koinal Grandhara as 
ni (ga), Shuddha or Tivra Gai^dhara as aft (gi) 
Shuddha or Komal Madhyama as *1 (rna), Tivra 
iladhyama as Tit (raij Panchama as q (pa), Komala 
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Dhaivafca as (dha), Shuddha or tivra Dhaivata 
as (dhi), i£omal Nishdkla as (na), and Shud- 
dha or Tivra Nisbada as (ni). These notes, in 
Mandrasthana will be denoted with a hyphen (-) 
below, and those m Tarasbhana with a hyphen 
above them, Panchama m mandrasthana will 
be (pa), and Shadja double on m Tarasthama 

as (sa). The series of notes m a scale or 
tune is called its sargam ( STCUH ), the word 
being composed of the first four notes of the 
Saptaka. 

To form the scales, the saptaka is to be 
considered as consisting of two parts, the 
pdrvanga ( 3T to 5? or ) and the Ubtaranga 
( to ST ), The parvanga with can have four 
variations, viz , (1) sr , *t , m , st, (2) s , ti , *r, 

( 3 ) sr , ft, *IT , , and (4) sr , ft , 5ft , 3? . 

Similarly with sft, it has also four variations, viz., 
(5) *r , ?t, JTf , ?ft , (6 ) sr, vr, *ft, *ft, (7) % ft, jit, *ft, 
and (S) ^ , ft: , *ft , ?ft . The ubtar&nga can also 
have four variations, viz, f (I) <? , ^ , ^TT , i , 
(II) q , W, ft , , (III ) t* , ft , wr , , and 

IV) *? „ ft , ft , ^ . Combining the four varia- 
tions of the purvanga having ?? nos. (1) to (4) 
with those of uttaranga nos. I to TV we get 
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4 X 4 or sixteen scales Of the purrftnga with 
ift the No (7) is considered a bad combination 
and is never used, the other three can combine 
with the variations of uttarange without nT" 
(which is not used with *ft), « e , nos II and IV 
So there could be 3 x 2, or six more scales The 
total number of the parent scales or Janaka 
melas could therefore be twenty two 

Of these the following only seem to be 
in use — 


Number 

Combina 

tion 

Names of the scales 

Sargam or tho nrrango 
raent of the notes 

1 

i + 1 

Bhairavi (ifosft) old | 
name Todi j 


2 

2 + I 

Vasanta Bhairavi 

, al ®0 

called Baknlabha 
rana 

HTtrilnnwiiitw 

3 j 

2 + IT 

Bhairava j old 

name malava Gauda 

(urau uhrj 


4 

2 + III 

Vegavahim 

old name J 

ft n nl wr w 
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Number. 


8 


10 


11 


Combina- 

tion 

Names of the scales. 

Sargam or the arrange- 
ment of the notes 

2 + IV 

i 

Chhayavati ( ^fTVTcTT), 
old name 


3 + 1 

Asavari (sirengft) ; 
old name, Nata- 
Bhairavi (*& 

^ HT 3 *7 *?T ITT ST 

3 + III 

Kafi (K>Wy); old 
name, Sri (gft) 

or Haupnya. 

ST ft ITT =3 VT 

4 + III 

Khammdcli ; 

old name, Knm- 
bho]i 

1 S? ft J?t THT i?T ST 

4 + IV 

Bilavala ; 

old name Shan 

*r ft ift *1 <1 vft 


karabh arana 


5 4- II 

Todl (<rt€t) ; old 
name, V a r a 1 i 
( sTCTsft). 

51 *T ail <T W ift *T 

6 + II 

Purvi . [old 

name, Liamakriya 
and 

K a m a v a rdhana 

iET'ST ifttft <T V3T ift ^ 








l< \ 

« 

0 

J3 

53 

if 

Combma 

tion 

j Kamos of the scales 

t 

Sargnm or the arrange 
meat of the notes 

12 

6 + 17 

M6rv6 (mm) , old 
name Gamakafcnyn 
G a m a n a s hrama 

s Tint 7 sit » 

18 , 

1 

8 + IV 

Kalyani (iSFJTCft) 
or Iman 

h ft «ft 7 h 


Of these 1 3 again Nos 2, ]•, and *> aro very 
rarely used, and it is onlv the remaining 10 that 
aro in common Uoo Chaturv PanJifca and othor 
music masters liko P Vishnu Narnyana Bhat- 
khande, P Vishnu Digambara have thereforo 
fixed upon these 10 janaka inolas (parent scales) 
only It may however be mentioned that noithor 
those 10 scales, nor the 13 mentioned above nor 
the possible 22 scales, nor even the 72 soale3 of 
Venkateshwara, mentioned m Ohaturdandi pra* 
kashika, can singly be made to cover all the 
tunes or rdgas now current, for there are a good, 
number of those which require the use of both 
the gandh£ras, madbyumas, or msh^das For 
instance, the tunes Iraan Kaly^na „ Kedar£, 
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K&noda etc., belonging to the Janaka mela 
Kalyani, the tunes Kalingra, Ramakali, Lalit etc., 
belonging to Bhairava, and the tunes Ptfrvf, 
Parja etc., belonging to Purvi, require both the 
Madhyamas each; the tunes Soratha, Desha, 
Jaijaiwanti, etc., belonging to Khammach, and 
the tunes Pilu, Barwa, Miyan ki Malar etc., 
belonging to Kafi, each require both the nishadas 
This could be met by a few alterations or com- 
bination of two or more scales. As an example, 
Kalyani may be replaced by a scale having both 
the madhyamas, e.g. Iman Kalyana, which tune 
has both the Madhyamas; Purvi and Bhairva 
may be combined under the name Kalin gr a 
whichj as in use at present, has both the madhya- 
mas. Similarly, Kafi and Khammach may be 
blended into one Jarjaivanti which tune, requires 
both nishadas and both gandharas, thus combin- 
ing the two janaka melas with the advantage of 
the two nishadas. 

This will further reduce the number of 
Janaka melas, but the change is nob likely to be 
of any great advantage, as the memory will have 
to be additionally taxed m the case of the tunes 
with one madhyama or one mshada only ; for 
after all the Janaka melas apparently serve no 
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others purpose than helping in remembering 
what swaras (notes) each tuno has 

The musical instruments which require 
changing of stays or frets to form different 
scales, called Thaths (srs) in this case, have some 
uso for the Janaka melas Sitdrs and similar 
instruments, like Tdtis etc , aro perhaps the only 
such instruments, but they do not confino thorn 
solves to the above named ten scales Some 
works on Sitdr recognise more and somo less 
number of scales not necessarily corresponding 
with the above ten Kalyana, Kalingra, and 
Jaijaivnnti are recognised scales or thSths Dosha 
having two mshadas 13 also recognised The 
Sitdr tn fact is designed to have two madhyamas 
and, in one of tho two sthnnas (ootavos), two 
nishadaa also as it was realised by the invontor 
of the instrument that there were sevoral tunes 
with both forms of these notes 
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Chapter VI H. 


•RELATION OF NOTES WITH EACH OTHER 

Affinity of notes ; Samvadis Vivadis &c Shruti ' 
necessary to determine affinity ; Danger in 
discarding Shrutis 

In Chapter II, it was noticed that two notes 
-differing m pitch are relatively more or less 
concordant and pleasing to the ear, according 
to the frequency of coincidences of their vibra- 
tions m a given time. The number of vibra- 
tions m each note of the present-day Indian 
music as noted in Chapter IV for the mam 
notes, and for the vikrita notes, as calculated by 
the shruti intervals of those notes, from the mam 
notes, noted in Chapter V areas follows: H— 
540, *r — 576, ^—-607^, *rr— 648, ffi-675, 720, 

— 759-f or 768 accordingly as it is calculated 
from ty 0 r q— 810, vn—864, srt— 911£, 3T 

— 972, — 1012-| and ^—1080 The following 

table shows the number of coincidences in a 
second, which, is the measure of concordance or 
-affinity each note bears with another. 
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TABLE 



U\ 162 


From the table it is evident (1) that iff with 
all its association with the Komala notes, as was 
noticed when mdrchhanas were worked out, has 
little or no affinity with nr and sit, and this is per- 
haps the reason why nT is never used with iff, 
and the combination srffnTiff has been discarded 
[( vide Chapter VII, page 69]. 

(2) The highest affinity of the notes is with 
those at intervals of 13 and 9 shrutis, or express- 
ing m terms of mam notes with the 5th and 4th 
notes. The latter are called Samvadfs ( sfaiff ), 
which term will be explained lower down, 

(3) In the cases of if t and iff, and it and ff, 
which have the relations of 4<tb and 5th with 
each other, the matter is however different, the 
affinity for the pairs being very low. This is due 
to the fact that the shruti intervals of the two- 
pairs are not 13 and 9, but 12 and 10 in one case 
and 11 and 11 in the other, *T and iff have also the 
relation of 11 — 11 and there is little affinity be- 
tween the two notes It seems necessary that for 
the first pair, the Dhaivata note should be a 
shruti flatter than iff, i,e. t 3 shrutis above Panch- 
ma, or the same note as the old shuddha Dhaivata 
of the Indian music, or the note A of the Euro- 
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pean music For tho second pair, a now Nishada, 
a shrnti lower than it or 9 ahrutia from w is 
necessary This is tho same os our old shnddha 
Nishada The introduction of these now Viknta 
notos was also indicated by the Mfirohhan 4s [rids 
Chapter VII] Tho sharpening of nt and w as 
noted there would not then bo necessary 

The number of vibrations of tho new Dhaivata, 
whioh wo shall call dh ( U ) would be 900 and 
its affinity with other notes would bo 17 180, 

ut 225, rr 180, >7 90, tft 113, and so with 
tho first throe it could bo nsod with a much 
better advantage than WT or sft Similarly, tho 
number of vibrations of the new Nishada, which 
wo may call u ( w ) would be 9G0, and its affinity 
with TT and w and rrf would bo 192, 240, and 
192 respectively, so that as a aamvadi of w and 
when used with 7 T it would sound much bettor 
than the other forms of Nishadn and with sft 
better than UT For this dofoct, in no raga or 
tune is Nishada ever used with Uadhynmn as its 
samvadi although tho two boar 4th and 5th 
relations 

In respeot of their relations and uso in 
ragas or tunes, Ratmfkara mentions four olassi 
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ficafcions of the notes, viz , vadi, samvadf, viv&df,. 
and anuvddi. The note which is frequently 
used m a raga is called Vadi meaning a 

speaker or dictator) because it determines the 
character of the tune Two notes which have 
8 and 12 sbrutis between them, t.e , which are 
at 9th and l.Ah shrutis from each other, are 
mutually called samvdidls meaning similar 

or equal]. The pairs Nishada G-andh&rvi and 
Rishabha-Dbaivata are Viv£dis meaning 

quarrelling} to other Vadi notes and to each other. 
Vivadis form a sort of opposition as being the 
second samvadis to the samvadis of the Vadi 
note, they can assert themselves against the Vadi 
note, and may alter the import of the tune. 
In particular cases, therefore, they have to ,be 
avoided, or sparingly and caiefully used The 
rest of the notes are called Anuvadis (^3?!$) 
which help the Vadi and Samvadi notes, as do 
the servants their masters. 

In our present-day music, as also in the 
later post Ratnakara music, the last two, viz %7 
Vivddi and Anuvd.di, have no real significance J 
although the teims have been preseived 
The notes left out from a tune, or very sparingly 
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used, aro called Vivadia in referonco to that tune 
without any reference to the Vadi note, or giving 
the reason of their being left out Other terms 
used for a Vadi note aro Ansba ( ftft moaning 
“the clnofpart’) and Jiva (nfa = life) Vivudi 
notes are known as Varjita (uf5l3=disallowed) 
Ananyasta or Astapr&yn (VRvrrret, 'rrt'CTTU=almost 
thrown out or absent), and M mahsparshn 
(srTOiTTT = very little touched) according to thoir 
use 


Tho following table gnes thoSainvddi Vivddi 
notes oto , as defined m Ratndknra 


Vadi 

Samvadi 

| \ iradi 

! 

Antmdi 



! ft, ^ 

n, n, ft 

Ji 


ft, u 

ft, t, «t 

T 

* 

ft ft 

ft,*.* 

n 


— j 

ft ft ft ft ft 


ft 

— 

H, ft, ST ft, ST 

j 


ft 

s, *?, n, ft 
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Vadi 

Samvadi. 

Vivadx, 

Anuvadu 

77 

55 

— 

ft, >1, q, d, ftr 

s» 

ft 

7T } ^ 

57 , ft,q 

q 

ft 

% 7T 

57, 77, ft 

n | 

57 

— 

ft, 77, 77, ftr 

SS 


ft 

57, ft, 77, V 

ji 

ft 

— 

77, 77, q, ftr 

ft 

77 

t 

— 

57, ft, 77, q, * 

!3 

' 

i 

7T 

% 

57, 77. <7 


It will be seen that the chief viv^dis are the 
main notes either following or preceding the 
vadi main notes (the other being only the second 

samvadi of the same). When these positions 
are occupied by 57, 37 or q, there is no vivadi, as 
it is only the ftr, *7, ft and^ that become vivadis 

according to Ratnakara In the present sense 
of the term, >7 and 77 do become Yivadis. However 

57 being the mam note it has always to be assisted 
by one or the other of its samvadis 77 and % 
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eo that there can now be no tone with b oth U 
and being absent may tate the place of 
i? in certain cases 

The interval between two adjacent notes is, 
we know, 2, 3, or 4 shrntis, and sometimes 
according to gome books 5 or 6 shrntis also , 
bnt the latter are, in fact, ratios between a note 
and its third, almost invariably m the case of 
the 6 shrutis interval Hence as vivadis form 
adjacent notes, we may conclude that intervals of 
2, 3, 4, and 5 shrutis do not make for affinity, i e , 
the pairs with intervals 2 20, 3 19, 4 18, and 5 17 
are had combinations The pair 8 14 is also not 
found a good combination m practice, probably 
beoause this interval always occurs between a tivra 
(sharp) and a komala (flat) note (;' ij , between ift 
and wt, n and wf and nl and m) which combination, 
excepting the case of already noticed, is mcong 
ruous Among the fourths and flfbhs (samvadis) 
we have already seen 11 11 and 12 10 are not good 
combinations, although the latter is not infrequently 
allowed for want of a correct Dhaivata in the 
present gamut Hence the pairs of notes having 
good affinity are those with 9 13, 7 15, and 6 16 
intervals This is evident from the affinity table 
also 
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The following statement gives the notes in a 
more convenient form showing the comparative 
affinity of each note, main as well as vikrita, 
with the rest It divides the latter in four parts : 
(a.) are the samvadis, i <?,, those having 13-9 
shruti intervals, (b) the annvadis, with 7-15 and 
6-16 shruti intervals, (c) the neutrals which I 
shall call mrvadis and which include vivadis, 
and ( d ) vivadis separately, winch term must, I 
think, be confined to its original sense given in 
Eatnakara as interpreted and explained above. 
These are generally with 4-18 and sometimes 
3-19 shruti intervals. Madhyama and Panchana 
have also been shown here although not taken 
m Eatnakara. 

Statement showing relations of notes to each 
other. 


01 

<D 

o 

£ 

Sara- 

vadis, 

Anuvadis 

Nirvadjs 

Yivadis. 


* 

% *ft, m, 

ft, <ft, 3T, wt, jft 

ft, JT 

sr i 


sft, ?r, 

’ll, 3, 3T, 

51T, ?ft 

ft 

sft, <3 

Hr, 3ft r «n 

dl, % ^ sn 

(nearly) 
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Notes | 

t>am 

vadis 

Anuvadis 

Nirvadie ^ 

|vivadi 

m 

H7 SIT 

'I, a 

5f, 55 ft 5ft, »ft vft 





it, ft, s?, vft, «n, m, 55 

5ft, ft 
(nearly) 




q, m sft it, ft, jit, 5 ft it 

<1 


it, a 

ft, 

555, 5ft, q 57, 5TT 5T, *TT 

»ft Vtt 


a, ft 

’ft, UT, «IT, ift 

lit xt, vn, it xt 

a, it 


XI 

*T 

qr, it, q, it ft, it 

xft.qx 

til 

ft 

51, 5ft 

q, sft, qr a 5ft, m 5? 

<T 


m 

1, xt 

'a, w, it, n 5?, it, 5ft 


tit 

«ft,jft 

ft, <T 

it, a, 5ir xt, or, a 

* TT 


From the above statement it would be evident 
how defective it is to take the samvadis as 4th 
or 5th notes from the Vadi note, without any 
reference to the interval, but this has to be done 
after discarding shrutis, which is the present day 
tendency For instance, taking Panchama as a 
samvadi of nshabha when the latter is komala 
will surely be incorrect but yet it is shown as 
such Chatura Pandita m his Laksha Sanqtta 
and Md N a wd ball Khan in his Afaanfun Nugmat 
do so in the case of the times Gauri (frNf) and 
Shnraga sfrnn) which are included in the Purvi 
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mela, and have komala rishabha (*>., *?)♦ The 
ridiculous portion of the thing is that the latter 
book while mentioning ^ as samvadi gives a 
Lachchhan gfta (a song showing the characteristics 
of a tune, from meaning peculiarities or 

characteristics) of Gnuri which has no ^ in its 
notes. The notes acting as samvadi in these tunes 
are and and these are at the intervals of 13 
and 9 shrutis from *T, 

This demonstrates the folly of discarding 
shrutis or grama of the old Indian music, on 
which we have seen so far the whole structure of 
music is founded. If the foundation is discard- 
ed, the structure is bound to be unstable and to 
fall. Dissensions and differences of opinion would 
arise, which it would not be possible to settle, as 
there would be nothing to guide us, and in fact 
all scientific investigation would be impossible if 
the really scientific foundations laid by our old 
music-makers are ridiculed and discarded. 
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Chapter IX 


TUNES 

Vakra or oblique note* and tunes Tunes with 7 6 
or 5 notes Alurchhonas Possible number of 
tunes Ample scope for addition of tunes 

JN Chapter VII we have found out the possible 
number of scales known as Janaka molas 
from which ragas are derived or, to say more 
correctly, the notes of which form the basis of 
the several ragas or tunes We have seen there 
could be 22 janaka melas If we substitute 5? for 
•TT in the uttarangas to be used with the purvan 
gas containing which it was shown in Chapter 
VIII has good affinity for and none for HT, we 
could have three more such scales with the 
uttaranga «T >sr is not admissible as 

the interval between isft and ^ is only one shruti 
In this chapter it is intended to determine the 
possible number of tunes, and that m practical 
use 
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The process by whicli tunes are derived is again 
called Murchhana although here it lias a 

somewhat different meaning from what it had been 
given when the process was used to obtain Viknta 
swaras, and original melas or scales [vide Chapter 
VI] Here it simply means modulation or raising 
and lowering of sounds in music so as to form 
melody. The rise or successive ascent of notes 
(i.<° , going from a note of lower pitch to one of a 
higher pitch) is, as we have seen, called Ah’oiiana, 
and the fall or descent (i.e„ going the other way) 
is known as Avarohana in Indian music Every 
tune can be divided in two parts, one ascending and 
the other descending It may happen that before 
reaching the extreme limit we may have one or 
more turns, e.g. This makes 

the tune tortuous and it is called Vakra [?ps mean- 
ing crooked or tortuous]. The note which gives 
the turn ( ft and m the above example) is 
also called Vakra, and it is couventionaliy held 
that the turning note belongs to the portion of 
the tune (Aroha or Avaroha) which follows it. 
and here, belong to Avurohana or descent por- 
tion because they each precede a lower note. 
Some of the notes may be left out m a tune, 
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either m ascent or in descent, or in both, as *7 in 
the above example Such notes are called Var 
jita [meaning left out] 

lb is almost umvei sally accepted that to form 
a tune there must be at least five no es, although 
two tunes, Shn ( ) and Malashn ( ) are 

sometimes sung with four and three notes only, 
also Hmdola (ftrtfa) has only four note3 in Arohana 
There cannot, therefore, be more than two varjita 
notes in a tune or properly speaking in each of 
the two parts of a tune as it is possible the Aro 
hana of a tune may have one set left out and the 
Avarohana another A tune or part of a tune hav 
ing all the seven notes (either Shuddha or Viknta) 
is called Sampiirna (srjif, meaning complete), that 
with only six notes is called Sbadava (*1733 from 
*j^for to meaning six”), and that with only five 
notes is called Audiva [ from meaning 
sky or Ahasha which, being the fifth of the five 
divisions of mattei stands for the number five] 

The process of evolving tunes from the 
Janaka melas by employiog tbe full or a smaller 
number of notes, as above, in both the Arohana 
and Avarohana portions is called Murchhana It 
divides itself into the following nine classes — 


[ 87 ] 



No. 1.— Samptfrna-Sampfirna (snjqj i.e. t 

having all the seven notes in both ascent and 
descent ; 

No. 2. — Sampdrna-Shadva ( ST. t 7T3of ), having 
seven notes m ascent and six m descent ; 

No. 3.«—Samp"Audava (*r. sites), having seven 
notes in ascent and five m descent; 

No 4. — §hadava Sampiirna hav- 

ng six notes m ascent and seven m descont ; 

No 5. — Sh4d Shadva (m — 'ITS^) with six notes 
m ascent and six m descent ; 

No. 6. — Shad Audava ('ll — site?) with six 
notes m ascent and five in descent : 

No. 7. — Audava Samptirna (srtesr with 

five notes m ascent and seven in descent ; 

No. 8 — Audava-Shadava ^rr^) with five 

notes m ascent and six m descent ; and 

No. 9.- — Audava Audava (sft srte^) with five 
notes in ascent and five in descent 

Not taking into account the vakra or oblique 
tunes that may be formed, these nine classes of 
Murchhanas can evolve the following number 
of tunes from each of the Janaka melas [parent 
scales] : 
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No 1 Murchhana will give one tune 
No 2 will give six, as?T ciunofc. be left out 
No 3 When two notes are leffc out they 
almost invariably form a Samvadi pair There- 
are a few exceptions which need not be 
considered in this general calculation 'Leaving 
those with *r, we have ooly five Samvadi pairs, 
viz , Rishabha Dhaivata, Rishabha Panchami, 
Gdndhdra Dhaivata, Gandh^ra Nish£da and 
Madhyama Nishdda This murchhamt there 
fore gives five tunes 

No 4 will give six fcune3, like No 2 
No 5 Arohana has six variations and each can 
have three corresponding variations m Avarohana 
(i e , one identical note and two samvadis) 
except n and ?T which can have only two, 
because H one of fcheir Samvadis can not be 
left out lhere can therefore be 6x3 2 or lb 
tunes under this murcblnna 

No 6 As said under No 3, Avarolrma can 
have only five pairs, and for each pair there can 
be two varpfca notes m Arohana Nonce this- 
murchhana gives 5 x 2 or 10 tunes 
No 7 gives five tunes, like No 3 
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No. 8 gives ten tunes, like No. 6. 

No. 9. There being five pairs of samvadis m 
each. of the two parts, this murchhana will 
.give 5 X 5 or 25 tunes 

By this process of murchhanas we thus get 
8 1 tunes for each Janaka mela, or say 90 tunes 
taking into account vakra or oblique tunes and 
those not covered by the data above As we 
have 25 possible scales, including the three formed 
by introducing a new note ?T, the total number of 
tunes comes to 99 X 25 or 2,250. The 25 scales 
differ from each other very slightly, so there will 
be a lot of overlapping of the tunes For instance, 
m the case of scales 1 and 2 (vide statement 
on page 69) which differ only in Grand hara the 
tunes without this note Grandhara will all be 
common. We can not therefore count upon 
more than say 2,000 tunes m all. 

This number is capable of increase to a 
certain extent, as different tunes are formed by 
adopting different Vach notes, although the gene- 
ral scale may remain the same. On the other 
handj tunes for being melodious require appro- 
priate notes following each other, and any and 
every combination will not do. There is besides 
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another factor which tends to reduce the number 
considerably The character of a tune is gene 
rally distinguishable m the Arohaua (ascent) and 
the Avarohaoa portion only supplements or em 
belhshes it A Sampurna aroharn. does not there 
fore generally admit of a Shadava or Audava 
avarohana, which means that there are very few, 
if any, tunes coming under the classes Sampurna 
Shadava and Sampurna Audava Similarly 
Shadava arohaua miy have a Sampurna or a 
Shadava avarohana, but hardly an Audava avar 
ohaua This almost nullifies the murchhanas 
Mos 2, *1 and 6, or takes away about £ of the 
total number of tunes, thus leaving only about 
1,500, tunes m all It is rather Btrange that Oha 
tura Pandita m his Lnksha Sangita, ignoring all 
the restrictions and overlappings noted above, 
and taking the old 72 scales of Venbateshwara, 
gives the number of possible tunes as 34,848 
He however says the number of good ragas is 
limited by the fact that they have to bo pleasing 
The number of tunes in Hindustani music 
at psssaufe va. usu is uou? about 200 We could 
not expect anything better after centuries of 
neglect of the art by the intelligentsia, which 
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art, since the later Mohammedan period till very 
recently, lias been entirely in the hands gener- 
ally of illiterate professionals. It may however 
be said to their credit that most of the tunes 
and essentials of the system have been well 
preserved by them, even though the principles 
leading to those essentials have been forgotten 
An endeavour has been made in this treatise to 
establish these principles, in order that the essen- 
tials of the system preserved so far may not 
be discarded as baseless and disregarded in any 
additions that may be made in this direction. 
We have seen there is still a lot of room for any 
number of new tunes being added. 

The conduct of life is fast changing in India, 
new perceptions, new emotions and new ideas, 
amalgamating Bast and West, are displacing the 
old perceptions, emotions and ideas, Music 
will also have to shape itself to conform to the 
new state of things. It will be seen that our 
foundations are wide enough to take the new 
structure, without any change m the system. 
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Chapter X 


RAGAS OR MELODIOUS TUNES 

Waga defined Its arrangement. Tanas Alankaras 
Ban on Tivra Madhyataa 

word used for a tune in Indian music is 

Raga (*Fi) A raga is thus defined in hangita 
Darpana 

* grfrnggfi fk^Rr i 

* srii f^mui * m li ” 

4 e , a raga is spoken of by learned men as that 
which is embellished with the colour of musical 
notes, has its separate tune and import, and is 
pleasing to the mind 

Any and every tune cannot therefore be 
called a raga, which must have the following 
distinctive features 

(i) The notes composing it should be so 
arranged as to be melodious , (li) any adjanct to 
it e q , a drone or a subordinate musical accom 
pammeDfc, either instrumental or vocal, must be 
in harmony with it , («*) it should be dearly 
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distinguishable from other ragas. In Indian 
music, each raga has been given a name ; (tw * Its 
tune may be capable of conveying a particular 
emotion or idea ; ( v ) It should be sung at a time 
when the state of mind conforms with its 
import, as otherwise it will not be pleasing. 

There is another thing which is very essen- 
tial for music, although not mdispensible for 
ragas, as distinct from songs. It is the rhythm 
or keeping time, known as Tala (srra - ) in Indian 
music 

Coming first to the melodious arrangement of 
notes, we have m Chapter VIII investigated what 
affinity each note bears with the others. We 
have seen that Samvadis and Anuvadis are more 
concordant than others, and also have found out 
which of the pairs form good combinations and 
which not. The bad combinations noted there 
cannot be used when the component parts are 
meant to be sounded together, but there is 
no objection to using them as adjacent notes, 
as parts of a bigger scheme because they do 
bear concordant relations with each other 
For adjacent couples the bigger the intervals 
the more vigorous the combination, e. q , 
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shruti interval is more vigorous than a 6 shruti 
one 6 shruti better than 5 shruti, and eo on 
We cannot however have the same interval 
repeated successively as it will be monotonous, 
and it is better to rise or fall with easy steps 
Smaller and bigger intervals have therefore to be 
mixed up to make a tune melodious The inter 
vals m the sargamsof the following common tunes 
will illustrate the point — 

Bhairava — 

Intervals between ^ and 2, 4 3 4 2 4 3=2’ Shrntis 
Bbairva — 

Intervals between H nnd ?? 2, 5 2 4 2 5, l, »=i22 Shrntis 
Malakosba - 

Intervals between and & <> 3 6 4 3 =22 Shrntis 

Samvadfs (9 — 13 sbrutis) or octaves (22shrutis) 
are also used as adjacent notes occasionally, but 
not very often (the latter less often than the 
former) as Indian music approaches its notes by 
easier steps, not by leaps This ib dotie only 
in the way of relief from successive shorter 
intervals It is known as 1 Ghhti ta ” ( ^2 ) 
meaning release or rebel An 8 shruti interval 
is bad and rarely used, except that ^ 
is sometimes used, but surely would 
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be better, and it is due to the absence of ^ from 
onr present gamut that has been allowed. 

The whole character of a tune cannot very 
well be depicted in all cases in one stretch from 
SI to ^ and one or more turns have to be taken, 
which produce Vakra notes and make the tune 
itself more or less Vakra, as noticed already in 
the previous chapter. This is effected by intro- 
ducing what is called a Tana £ 3TH 1 . Tana (from 
the root to spread) is defined as that which 
is used to expand a raga, and consists of a certain 
number of the notes put in different orders. 
It is one of the things about which there seems 
to be a muddle, Every one of the writers on 
music seems to consider it of great importance 
to give the possible number of Tanas, i,e tf 
L7 or 5040 for seven notes, L6 or 720 for six 
notes, L5 or 120 for five, L4 or 24 for 
four, L3 or 6 for three, 2 for two notes 
and 1 for one note for each mdrchhana, 
without any consideration whatever for over* 
lappings and to explain how they could be 
worked out. And yet the real use of so many 
tanas has been admitted as not being quite clear. 
It has been said in one place that out of these only 
84 are used for expansion of mdrchhanas or ragas. 
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Tinas are of two kinds, Shuddha and Krtta 
[^ 2 — illusive, not straight) A Sbuddha tana 
has all its notes in the natural order, either in 
assent or in descent, as ftntt and s? n ft are 
Shnddha tanas of the three notes, ft, n, and *r A 
Kuta tana has not got its notes in the correct 
order ft jj tj irftw, tuft, and u ft JT, are Jvi'ita 
tinas of the same three notes 

Sunraya i Iihral, an Urdu book written m 
1874, says that a tana consists of only four notes 
or less, and that any greater number of notes will 
take it to the category of a riga This view seems 
to be correct The book gives the number of 
Kbta tanas as 52, but not bow the figure was 
arrived at Tinaseu recognised »19 Krtta tanas 
The actual number of tanas between w and « 
from combinations of 2, 3 and 4 notos comes, 
after eliminating the overlappings, to 60 altogether, 
divided as follows — 

Shuddba tanas original mdrohhann, 1 , two- 
note combinations, 5 , thros note combinations, 
4 , four note combinations 3 Kiita tanas 
three note combinations, 8 , four note oom 
binations, 39 From the definition there can 
ho no Kuta tanas for two note combinations, 
and for ordinary purposes of forming ragas, 
tanas of more than four notes are not required 
7 


The tanas of two and three notes give Vakra 
swaras, and those of tlire e and four notes Vakra 
ragas However a t aga is not generally called 
so, unless almost the whole of its Arohana or 
Avarohana takes a tortuous character 

For embellishment, repetitions of the notes 
that enhance the melodiousness of a raga are 
introduced. This is geneiallx done thiough 
the tanas, both Shuddha and Kiita. The repeti- 
tion is effected by the processes known as (0 
Sphurana ( = quivenng , or using the notes 

twice , (2) Tnpu { firg ) or using them thrice; 
(3) Kampana ( trembling or shaking), m 
which the notes are lepeated several times but 
with shorter durations , (4) Andolana { VTJ^fcriJT — 
swinging), in which notes are repeated so that 
one ot a longer duration comes between those of 
sho rter duiations, e,g., *r 51 <31 5T, Jr 1 ?!*?, ?T jit n ; 
(5) Abati ( = lolling ) } m which similar tanas 

of ascending notes follow in succession, e-g , 
5TRJI, fol*T, JUFT ; and (6) Pratyahati ( STc^TT^f^ ), m 
which similar tanas of descending notes follow 
m succession, e g t) h ft, ft*, The tanas 

used in this way are called alankaras ( : = 

an ornament) m Indian music, A good number 
(over 60) of these has been composed and men 
tioned m the old books, and each given a name. 
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Alunkuras were considered a necessity, as they are 
at present also, for good mnsio Bharatasays, “a 
song without an alunkua is like a night without 
moon, a nver without water, a creeper without 
-flowers, and a woman without ornaments ” A few 
simple ones are noted below with their names, tho 
full numbor e in bo seen in any of tho old granthas 
(SPOT ), S ingila Pan/atat or Sanqila Dorpana for 
instance or in the Urdu book Mauri fun Nagmal 
b\ Mohammed Nawab All Khan Sahib of Sitapur 
Bhadra— « ft H, ft w ft w n w, - 
Nanda— «« ft ft TO, ft ft «l W ft ft, - 
J ita— n ft ft flu ft, 

Bhala— a n ft w w n ft ft * n u i u n ft 
Bindu— TO ti ft, R ft ft ij, - • 

Trivarna — ST ftntn, ftmuu, - . 
Akshopn— « ft n, ft in, it 1, 

Krama — w ftftunw I ftniTnJi’i 
Kokila— a fttafiin, ftnuftnnu, 
Mahavajra — a Rnfttiftnn, ftnnnftnui, 
Mandradi — H ftuiMTiiftwT?ftTtft«ft«lw, 
ftnniiwiiftftimiiftnuii, 
According to tho ascent or descont of tho 
notes Alankaras are divided into four classes 
tailed Varnas [ TO ] When the notes are ascend 
ing, tho Alankara is called Arohf Varna , when 
descending it is called Avarohf Varna , when the 
notes are both ascending and descending, it is 
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called Sancharl « changeable); when the 

notes return to the original note from which the 
Start was made or when there are repetitions the 
Alankara is called Sthdl Varna pemf * standing] 
The Alankaras have shuddha or viknta swaras 
according to the ragas they are usedim Also the 
Varjita swaras m a taga muBt be left out in its 
alank&ra also. In the present-day music, these 
alankaras are called Palta, T&na or Tora when 
played on a musical instrument, when sung with 
the initials of the notes <«, ft. n etc.) they are 
called Sargams (or Tanas of the Sargam) ; and 
when only the sound of the notes is uttered, leav- 
ing out the initials, they form what is called 
an alapam (snsiT'fH) The last two are peculiar to 
the Indian music, and make the raga very pleas- 
ing and highly artistic 

Each raga is supposed to have its vadl and 
samvadl notes, which mostly determine its import. 
These are either more frequently used than other 
notes, or used m such a way as to be prominent. 
Next to these, are their Anuvadis, and then the 
Nirvadls. VivadlB are to be the least employed and, 
if likely to affect the character of the tune, to be 
altogether avoided. If used at all they might 
come m Avarohana, not m Arohana. The 
Samvadls, Anuvadis etc. for each note have been 
worked out in Chapter VIII. 



It would not ho out of place to note down a 
tune to illustrate what has been said nbove, and 
to show how music maBters arrange their com- 
positions It has been taken from a song, m the 
tune known as Banta NSrHyan ($w swtPTOr) in Purvl 
mela, composed by Chatura Pandita, the author of 
Lalsha Sangita, and given ’m Ma arifuri N agin lit 
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i The following things may be noted — 

(1) Intervals from 2 to 5 shrutis have been 
mixed up 

(2) These have been relieved in two places by 
introducing sarav idf intervals of 13 and 9 shru 
tis 

(3) There is no interval of 8 shrutis nor any 
couple of adjacent intervals aggregating to 8 
shrutis 

(4) There is i uniformity in diversity in both 
the parts of tho song noted above The begin 
nmg and end in each case are reversals of each 
other 

(5) u ift n, tfl TT S are the alanharas 

introduced 

(6) and q vre nobod in tho book as Vadi 
and Sdmvddi but the way in which H has been 
used does hardly warrant for it the character of a 
Vadi q too although U3ed rpthar profusely does 
not peculiarise the tune, which is, as will be aeon 
done by and lhe tune Banm iVarayana is 
Andava shdiava, in which vit is entirely to be left 
out and sft used in avaiohana only and sft are 
not vivddfs of either sr or q bat are their anu 
vadis They are Vivadis of tffrand TT It therefore 
appears more correct to take and *1 as Vadl 
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and Samv&df in the tune Hansa Nizr&yana than 
taking 51 and <?. There seems to be a reluctance 
on the part of the post-Batnakara musicians to 
make ?ft as Vddi due perhaps to the fact that 5f is 
now the chief note and 3ft is not in good concord* 
ant relation with it ; but this is not a good 
reason, for tft is not in good relation with 5? 
either, but there is no objection to taking it as 
V&di. For the same reason perhaps 5ft, which is a 
samvadi of 3ft has also been banned. This is a 
matter again for the experts to look into. The 
campaign against untouchability should also be 
extended to music to increase the utility of the 
banned swaras like 3ft, sft, etc. 

In depriving 3ft of its Vadfsm, it is necessary 
to get the Yadi-place taken by some other note, 
and, for this purpose, in the tunes which partic- 
ularly require the use of 3ft , *3 and <i or a and 
3? are prolonged in their use. This is perhaps 
the case with the tune Banna B'ar'ayan too. 
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S \ Chapter Xl 

RHYTHM OR TIMING 

Tala defined , Matras and their divisions , difference 
with European timing Old Jatl talas f Present 
talas and their derivation from old tolas 
Soma and Vlshama graba 
'J’HE element of time is as essential to music 
as to any other affair of the world As a 
regular succession of sound vibrations is necessary 
to rnaho the sound musical, as a regular coincidence 
of the vibrations of musical notes makes these 
notes concordant , as an appropriate blending of 
concordant notes at proper intervals is required 
to create melody , so for good music it is essential 
that the component melodious pieces should 
follow each other at regular and appropriate- 
intervals of time This keeping of time was 
effected m India by clapping of the hands, and 
was hence called Tala [trra clapping of hands r 
from ?rar a palm of the hand] The praotioe is still 
in vogue 

The instruments in nse for the purpose are 
Pakhavaja Mndanga, Tabid etc , which not only 
keep time but their sweet sounds, and parans and 
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Gamaks (tanas) enhance the quality of music. 
Their basis of play however, is the original tala, 
tbe rules of which govern them also. 

The interval between two claps or strokes, 
which is termed a laghu (qT^=small), is governed 
by two considerations. (1) The smallest interval 
should be such that the hand may not get tired 
m the course of one raga or song, and (2) the 
other extremity should be in conformity with its 
function of keeping time, for if the interval be 
too big, the object would be lost. For tbe first, 
it was thought that tbe time taken by a beat of 
the pulse of a fairly-healthy man iB the proper 
smallest interval and, for the second, about three 
times this interval. These limits cannot evidently 
be very hard and fast. 

The interval is also considered in another 
way, viz., in terms of syllabic instants, called 
matras [ ittstt] A roatra is taken as the shortest 
time in which a syllable could be properly 
pronounced It was taken and perhaps 
correctly, that about three syllables could 
well be pronounced during one beat of the pulse 
Therefore a laghu ranges from 3 to 9 matras. 
Its usual value, unless specifically mentioned 
otherwise, is taken as 4 matras, and as such the 
‘.following are its sub-divisions and multiples. 
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8 Kshanas (*m)=l lava sr*, 8 lavas=l K&shtha 
8 Kasbthas=l nimisha ff^Rn), 8 mmisbas — 
1 Kala (ee^t), 4 kalas=nnudrufca («rgyr) or anu or 
virama 2 anus=l drnta (1J3), 2 drotas=l 

laghu (*T!g( 2 hgbu9=l guru ( 35 ), 8 laghus=l 
pluta (t^T) and 4 laghus = 1 Kalapada 

An anu or viraraa is thus equal to one matra 
and denoted bj the Bign U , a druta=2 matras 
with its sign 0 * a lagbu=4 matras (unless speoi 
fically mentioned to have other values) and has the 
sign= 1 a guru s=8 matras with its sign S , » pluta 
= '2 mdtrds with sign 3 , and a kakapada:rl6 
matras with sign-}- 1 hree matras aie denoted by 
a combination of Vir£ma and druta as S, and 5 
matras by a combination of Vir ima and laghu ast 
As is natural there is a lot of difference of 
•opinions as to the time of a matra, but the exact 
time is not of any great consequence and need not 
worry us What is necessary to understand is the 
"values oF laghu with reference to matras as noted 
above On the time taken by a matra however, 
depends the quick or slow singing of a pong 
which is denoted by the term Laya f3FT=motion, 
from the root 5PT to move] When quick, it is called 
Druta laya [^5f = quick] , when slow it is called 
Vilambita laya (faffffcr?r=retarded) , the ordinary 
one being known as Madhya Laya |*rai=smiddle] 
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The approximate European equivalent to & 
matra ia half a crotchet, which makes the ordin- 
ary laghu as equal to a minim, the European sub- 
divisions being as follows, 1 semibreve,— 2 minims 
«= 4 crotch ets=8 quavers=16 semiquavers ==32 
demi-semi-quavers. There is in this respect a little 
difference m the European and Indian systems. 
While the European semibreve and its sub-divi- 
sions represent the time for wbich a particular 
note is sounded, the Indian laghu etc show the 
interval between two strokes of the tala, without 
any reference to the notes. The notes may of 
course be fitted m as desired by the singer within 
the interval, but the tala has been treated by the 
Indian musicians independently of notes and tunes. 

As has been said above the convenient interval 
between tala strokes is a laghu ranging from 3 to 
9 matrds. Smaller intervals of one and two matras 
and bigger ones of more than 9 matras were also 
in vogue in the old music, but generally mixed up- 
with the standard laghu interval. These were used 
in the playing of pakhavaja. In the current Indian 
music a two matra interval is the only exception. 

Several intervals, either of similar or different 
durations combine to form what is called a tala 
or measure for the songs or parts thereof In re- 
ference to the rhythmic instrn ments, pakhavaja, 
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tabla eto the measure is called theka p*ET=a fixed 
.arrangement] The combinations are written m 
the notations of the intervals given above For 
instance, 01 0 represents a tala of 7 matrascon 
taming three strokes, the first of 2 matras the 
.second of 4 and the third of one matra The 
notation is known as Anga (spt) or body of the 
tala as it shows its composition 

The old music ankers devised Beven talas 
known as Jati talas (snfsr^clisa or species) from 
which all the other talas were derived These 
are as follows 


L< 

U 

--a 

a 

■& 

Names of 
the talas 

Nota 
tion or 
ADga 

No of matra a j 
taking laghn of 4 1 
matras ' 

i 

No of 
Btrokes 

Possible modi 
fications 

i 

1 

Ekatala 

[it'MW] 

I 

4 

1 


3 ' 

Rupata 

[w] 

i 01 

2+4^6 

2 

10 

3 

Jbampa 

M 

Tnpota 

[<*p] 

IUO 

4 + I+2=*7 

3 

UOI OIU 

4 

TOO 

44-2 + 2»B j 

3 

001 010 

5 

Madhya 
In order 

K*] 

IOI 

4+2 + 4 = 10 

l 

3 

110 IIO 
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Number 


Names of 
the talus 

j Notd 
fcion or 
i Ao£a 

l 

No of malms 
taking lnghu ot 4 
mntrns 

o i ] 

Possible modi 
fications 

Atha 

[«*] 

1100 

1 

4 +. 4 + 2 + 2 = 1 2 

1 

4 

1001, 0011, 
0110 

' ’lunva 

1 

ioii 

1 

4 + 2 + 4 + 4 = 14 

4 

o in, ino, 
1101 


By changing the value of laglm to 3, 5, 4, rnd 
9 mat-ras 28 more talas were obtained. Bach of 
these 35 talas was given a name The lajrhn was 
not given the value 6 or 3 matras perhaps because 
these were doubles ot 3 and 4. Some talas were 
also obtained by ropeitmg one or the other of 
the small talas. The longest tala that could be 
obt nned from these Jati Tal.tS without repetition 
was of 29 matras, i.e dhruva with the lnghu of 9 
matt as but ordinarily talas of more than lb 
matras were perhaps of rare use In the time of 
Sharngdeva, however, we find talas of much 
greater length, reaching as much as 69 or “70 
matras but these were all meant for pakhava3a 
its parans and tanas and not for keeping tune- 
with hands. The following table gives talas up to 
16 matr&s as worked out from the usual forms of. 
J ati talas. 
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Each tala had, as is the case now alBO, one of 
the strokes on which more stress was given than 
the others, and for the sake of contrast to make it 
more prominent the stroke, or more correotly 
speaking the mdtrd, directly opposite Was given 
the least stress The stroke following the stress 
■ed stroke is also sometimes treated m the same 
way to give prominence to the latter The stress 
thus brought on a stroke was [also now called 
Sama [rm meaning composure after agitation] 
The strokes with little or no Btress ore now known 
as Khdlf (empty), the old name for which was 
Nishabda [ft : srcg — without sound] , all the other 
strobes being called casliabda f with sou ndj In 
pakhdvaja, tabid, etc , the mshabd i stroke is with 
out a stroke on the left-hand sido of tho mstru 
ment wluoh gives the full or Mm* sound In some 
cases the instruments cease to play for anisbnbda 
stroke, the player keeping the time in his mind 
only 

In the present day music, tdla strokes of more 
than four matrds or less than two mdtras are not 
generally used, c o the longer strokes of the old 
talas have been split up in many case3, the second 
part being given a Khdlf and the old one mdtra 
stroke is joined to the preceding or the following 
stroke 
8 
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The following table gives the important t&las 
in current use, with their com position and the 
corresponding old ]dti t&las from uhich they have- 
been derived' The sama and kbali points haver 
' also been indicated 
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iatras * Uula (1) of 3 
matras called shad 
tlha tal i repeated 
twice X vtde 
(4 Y11I] 
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played as Khali 
i o Pokhavaja 
and TabK 



(I) X (3)0 

JhurarA 4 + 3 + 4 + 3—14 Metros Jlmnjpa tMa(lUO] Ibo vir&mn has 

of Eoren matras boon amal^amat 
called m\dhma ed with the fol 
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of flovcn matra 
called shankha 1 
tfila tide [5IVJ 



t >20 J 
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Note . - It appears the names of Nos. 16 and 17 have been 
Inter-changed, as the derivative Jnti talas suggest Ara for 
No 16 and Dhiuva for 17 

From the Jati talas it will be seen that only 
four strokes were originally eomtemplated, and 
it was by splitting some of the strokes that m 
the present music we have more than four 
strokes, but iu these cases the excess goes as 
Khd.li, Below are given a few talas which have 
more than four strokes. These were devised by 
old mu'ic-makers like Sharngdeva and others, 
and are still used, though rarely. 



Nnme of TJAn Anga or slrol es trilli MntruR llcmsrke 
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- + 1 + 2 ’* 2+2 + 4 It ib nid to linvp 
Lfen devised liy Amir Khusrti 


The strokes of pakhavaja or fcabla are fitted 
m accordance with the strokes of the tala as 
noted above. Tanas have also been composed for 
these instruments which, however lengthy, must 
in the end come to the particular t.ila, the samas 
of the two coinciding. 

The coincidence is known ns Grab a [ nc— 
grasp, or perhaps the softened prakrita form of 
strsr=a tie or knot] Whon the two samas coincide 
regularly, it is called a sarna graha equal), 

otherwise ltisaVishama graha f^W7=irreguhir ), 
The lattei is of two kinds: (I) Atfta in which 
the sama of the instrument comes after that of 
the real tilla, and (2) amfgata, m which it precedes 
the sama of the tala. In the one case, the ppeed 
of the instrument has to bo quickened, and m 
the other it is to be slackened in order that the 
next, samas may coincide with the sama of the 
tala. 

The r&gas or songs, except in very special 
cases when emotions have to be expressed, have 
to follow one or the other of the talas In order 
that a r&ga may be vigorous and pleasing, the 
position of its sama should be occupied by the 
v£di or samvadi swaras, and these should form a 
sama graha with the sama of the tala. When 
t£nas are taken, the graha may sometimes be 
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vishama to comoido later ns explained above 
But it is not always considered necessary to have 
this coincidence in which ensos howover the 
■distances must remain uniform throughout 

In eomo cases more talas than one are used , 
particularly, in the old Indinn music, two or three 
talas woro mixed up m tho sort of songs known 
os Prnbnndha To go from duo tala to another 
particular care had to bo taken so that the 
point of change might not bo distinguished ns 
abrupt This could bo effected by qmokoning 
or slackening tlio lay os of the adjacent talas so 
as to got thorn blended togothoi 

The layn of a rnga or song is determined by 
its subject and import , a gravo and solomn or 
plaintive raga roquiros Vilambita laya that ox 
pressing sport, ridicule, or merriment, requires 
Druta laya, the Madhya ioya being used for 
ordinary songs 

Below 18 given a raga, by way of illustration, 
to show its tdla and the corresponding tabla 
strokes Tho tune is Imana with sama on the 
first syllable, or rathor druta, the tdla being 
Chautdla 

Song — e a is i uDij itmti n trimm 
gtt i ft iq >5 i <s w I srru! 
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Tune, Imana — MT I 

q 1 ^ft i €V i ft m \ ft h i 
* o ( *) o ( O ( * ) 
T&la ChautaU — 3 l ^ t ^ l =? I ^ I ^ i 
Tabla Strokes— 1 dhd, dhd i tmnd ) kit dhal dhm 
na 1 kit tik 1 gid gin I 

If the song be sung m the tunc Bhaimoi , rhe 
notes will be as below — 

q <r i >5 ft qr i m m i *? *? i ut^t i *? *n 
jtt % \ m tit i q q i ^rrvn i q qr i q uri 

The sania in this case shifts to the seventh sel- 
lable or fourth druta, so the sama of the tabla 
stroke (dha-dhd) must be brought here to have 
the sama gralia, otherwise the graha will be 
vishama, and not quite pleasant. 
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Chapter Xil 
HARMONY 

Harmony defined Forgotten in India Three kinds 
of Harmony in Indian Music 

When t wo or more comordant notes are 
•'otraded together, the\ form what is called 
Harmony The Indian word for harmony is Laya 
= union, fusion, from the root 5ft=to adhere, 
to vanish) being m this sense different from the 
word ]aya, used for the slow or quick motion of a 
tune in the previous chapter In chapter VIII 
the relation of each note with others was invest! 
gated and it was found that pairs of notes with 
9 — 1> shruti intervals, known as samvddis and 
6— 1 6 and 7—1 5 shruti intervals, t e , anuvndis, 
were concordant An octave of a note is of course 
concordant to the latter In European music the 
notes with 5 — 17 shruti intervals are also taken 
as concordant 

For harm my, when a tune is played, its salient 
and prominent points are supplemented by sound 
ing the harmonical notes as mentioned above, 
vrhereoy the sweetness of music is largely en 
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banced. The latter notes form a tune m them- 
selves which the ear is capable of hearing dis- 
tinctly separately from the mam tune, as also at 
the same time in combination wit h it so that the 
•effect is exceedingly pleasing. It is not neces- 
sary that each note of the harmony tune should 
be concordant with the corresponding notes of the 
mam tune Discords are sometimes introduced, 
as a contrast, to increase the value of the con- 
cords The harmony tune is generally played in a 
lower octave or sth&na. 

The art of harmony was well developed by the 
old Indian musicians, but it has become almost 
-extinct at the present day All that we see of it 
is the sounding with music of drones representing 
the mam note, shadja and its fifth, which provide 
harmony of a sort The chief instrument for this 
purpose is the Tambura, which has three wires 
representing Shadja, and one representing Pan- 
chama, The Vm£, the Sit£r, the Sarangi, and 
other similar instruments have also extra wires 
or strings tuned to Shadja, Panchama etc , which 
resonate and enhance the volume of music. The 
Tdbla is also tuned with Shadja, or sometimes 
with other notes if desired by the singer. 

Three kinds of harmony seem to have been 
practised m India, viz., Swara laya (ssr snr), 
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Ansha lay a (ff€T=a part) and Anyonya lay a 
[vp^pitasmutual] Swara laya is the harmony pro 
vided by the individual notes as in the case of 
drones and their samvildf and anuvdda swaias 
Ibe arrangement of the uttaranga being exactly 
the fifth of the purv4nga in the Indian scale of 
music has the peculiar advantage of providing 
harmony if desired, for a tune may be played m 
tbe ordinary manner and it may, at the same 
time, be played on the uttaraoga of a lower 
stlidna, and the two will be m exact harmony 
They will have what may be called shadja pan 
charaa bhava [*TF?=state] 

In Indian music the sth£f (^n|«any thing 
permanent) of a song or raga, wmoh shows its 
full tune with all the necessary notes correctly 
arranged, is generally divided into two or more 
parts or ansha These are in the same tala and 
used to be m the compositions of music masters 
generally so arranged that if played together 
they were in harmony with eaoh other Thus if 
one instrument plays the raga from the beginning 
and the other at the same time starts from say 
the second part in a lower octave the two insbru 
ments will be playing in harmony This is 
Ansha laya As one part will be following the 
other without actually overtaking it, it may be 
9 



termed Brahmostnl Bhd,va [sreiT+TiT, i.e , the state 
of the sun following the dawn without being able 
to catch it]. It is called a fugne in European 
music. The sthdi of the tune Hama Narayana 
given m Chapter X (page 101) and those of the 
tunes Iman and JBhairavi given in the last chap- 
ter will be found with their parts to form fugues 
very nearly. This is shown below 
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The third Lmd of liirm ony (Anyonya laya, 
vjail.ui an) obtains between two ragas of different 
tones This is known as counterpoint in Euro 
pean music and is a difficult composition The 
tunes must, of oourse b9 sung or played on the 
same tala The salient pomt3 of each of the tunes 
hare to be concordant with those of the other 
The two tunes are heard separately, as also 
blended into one They have what may be called 
Pitipatm Bhava {vfs=husband, q«ft=wife] In 
India, for several rdgas five or six suoh tunes as 
would harmonise with them were composed 
These latter were given feminino names and were 
known as wives or ragmfs of the former, which 
were called rdgas The subjeot will be further 
treated in a subsequent chapter As has been 
said above, the art of harmony has been lost or 
given up, so that the ragas and raginis former- 
ly connected m harmony are treated now as alto 
gather separate tnnes They have gradually 
undergone changes and alterations, and in many 
Cases do not harmonise as they did before 
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Chapter XIII. 

INDIAN RAGAS AND RAGINIS. 

Ragas and Raginis how differentiated In different 
periods , Sargams of Ragas or tunes of current 
Indian music. Analysis of tunes 
by Music Experts. , 

W E shall now come to the different tunes m 
Indian music, and see how they are differenti- 
ated from each other. The points of difference, 
we have seen, are : — 

(0 The Janaka mela to which the tune 
belongs, vide Chapter VII. 

( 2 ) The particular murehbana of that mela, 
vide Chapter IX. 

(3) The existence or otherwise of vakra 
notes, vide Chapter X, and 

(4) The Vadi and Samvadi swaras. 

There were a few other points observed m 
the old music, e,g % Graha ($5) or the note from 
which a tune commenced • Nydsa or the 

note on which a tune ended ; Tara, the note 
to which the tune extended m the t£rasth£na 
Mandra, the note to which the tune descended in 
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the Mandrastbdna , Bahutwo (<tj3) or mention 
o! the note whioli was used most in a tune , and 
Alpatwa (v TOf) or mention of the note which 
was used the least or was loft out In the 
current music nono of these, ovcept the last and 
sometimes the 6rst and Bocond, is taken any 
notice of 

One very important point of difference is tbo 
portion of the Saptaka, pdrvdnga or uttaranga, 
that is more impressive m a rdga Some of the 
ragas allow thomsolves in purvdnga (tr to n) 
and some m tlioir uttaranga £q to a] AIbo 
some are pleasing m their ascent (arohana) 
and6omein descent [nvarohana] The Pdrvdnga 
ragas are generally so in ascent and the Uuardnga 
ones in deBCont 

The arrangement of the tunes has been 
different in different periods The oldest, and 
perhaps the natural one, wns taking the grnmn 
ragas first with their five divisions, Shuddha, 
Bhinna, Gauda, Vesara, and Sidharaua, as already 
noticed, nds Chapter VI, and numbering 30 
These being rather abstract scales had BhdslnSs 
( wtl = speech or exposition), VibhSshds and 
Antarbhashas (alternatives) whioh wore the tunes 
that showed them in a more praotioal way Then 
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there were other rdgas and upardgas and a lot 
of connected tunes known as rdgangas, upangas, 
bkashangas, etc. Out of these ragas, bhashas, 
and angas, Sharngdeva, the author of Sanoita 
RatnaJcara mentioned 264, including the old tunes 
as well as those current in his time. 

Among the post-Ratnakar writers there are 
some who take six ragas with five or six r4gmis 
to each 5 ascribing the arrangement to older music- 
makers like Someshwara (or Grod Shiva), Bharata, 
and Hanumat. They go so far as to mention 
sons and daughters-mdaw of each of the six ragas, 
which include almost all the tunes current in 
their time. It is not impossible that the old 
music-masters had some ragas for which they 
found out tunes allied to them in some way and 
called them their wives, but that all the r£gas of 
Indian music could be included within groups of 
only six families is inconceivable, and a lot more 
of tunes must have been known to the old 
writers like Bharata etc. The r&gas and their 

raginis are not all the same with the different 

/ 

schools above, which shows that the tunes, 
although they retained the names, underwent 
many alterations in the course of time. 

These r£gas and raginis have been ascribed 
forms of men and women in different attitudes 
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and states of mind This no doubt had reference 
to the sentiments expressed by the different tunes, 
but as this aspect of music has long been lost, 
it is simply taken as poetic imagery and no 
heed is taken of it The tunos have now 
got modihod and a lot of unauthorised inter 
polations has also been probably introduced, 
so that the descriptions given of the rdgims can 
hardly bo indicated by their tunes The subject 
will be dealt with further later on 

The rest of the post Ratnakara writers divide 
the rdgas of their time under the sovoral Janak 
melas (parent scalos) whose notes form the basis 
of those rdgas They are different in case3 of 
different writers, showing tho change that 03 
was natural, went on gradually It is unnecos 
■sary to mention tho janaka melas or tunos of 
these old wntors as their notes are not, wo have 
seen, all similar to ours Their shuddha rishabha 
and shuddha dhaivata are not, for instance, 
represented by any of our present notes, and 
but for the difference in these notes our so&le 
Bhafrava would have been tbe samp as tho old 
Hejujji 

The classification of the rdgas at the present 
•day is also done m the same way, t e , under tho 
several janaka melas The Sanskrita book Laktha 
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Sangitam (qrf= current) of Chatura Pandita treats 
the subject very well giving almost all the impor- 
tant ragas and rdgims of the current Hindustani 
music with their points of difference and coin- 
cidence. Chatura Pandita has also composed 
Hindi songs, known as Lakshana gita, which are 
sung m the specific tunes, and give their special 
features, v£dis, varjita swaras etc. The latter 
are also given m the small Sanskrita book 
Raga Chandrikh Every part of the country" 
hasm fact books, m its own dialect, on the subject, 
showing the particular notes used m each r£ga 
or rdgim, its vadi, vivadi swaras etc. It is not 
therefore necessary to have all the matter 
repeated here, and only a few common current 
tunes are noted below under the different janaka* 
melas with their sargams and some important- 
features. 
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IheSargams given aboieshou bow the tunes 
differ from each other It is however unavoid 
able that portions of different tunes should coin* 
cide In cases of these portions being promi 
nent ones, the tunes are said to bo containing the 
others, or made up of two or more tunes Indiau 
music masters analysed a lot of tune» and endeav- 
oured to find out their component tunes It 19 
however difiBoult to follow them, and more often 
than not they differ in their opinions, probably 
because the common points coDBidered wore dif- 
ferent by ditferent men The tunes uIbo perhaps 
got altered as time wont on It is not of muoh 
use therefore to note all these down here Only 
a few of the common tunes are noted below by 
way of illustration 


Statement showing the analysis of tunes — 



Coinj 01 e» f tunes 

\ 

Name of 
tunes 

Koga mala 
Hindi written 
in 170b 

Hath ol- 
Julum Persian; 

written id 

1 184/ , 

| Sarmaya 

1 Ishrat 

1 Urdu 

ten in !#74 , 

m 

M 

u 

w 

B 

Shuddb 1 
Kalyaim 

lilaka Gaud 
and IvnmocU 

1 

1 Gond 

’ kamod aud 

1 anka 
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Component, tunes 


H&znefi of 
tunes. 

Baga tnffla 
Hindi, 
written in 
1798 

Matlft-ui uluoi 
Persian, 
written m 
1847 

Sarmaya*!- 
Ishrat, Urdu, 
written in 
1874 


__ 

Kalyana 

and 

Kidara, 

— 

Ksdara 



Knkuhha. 
Purvi and 
Bi)4\ ala 

— 

Kukubba .. 

# 


Bilavala, Pur* 
vi, Kedaru and 
Deogin 

1 


Kedia, 
Kalya na, 
and 

Bilavala, 

11 id ora 
Kalyana, and 
Bilavala 


Hamira «. 

Eidara 
Knlyana, 
and Iraan, 

Kidara. 
Kalyana, 
and Iman, 


Shankara- 

K dara 

Ifidara and 

Kidara and 

bliarana. 

and 

Bi avala 

Bilavala. 

Bilavala 

Shfima KaU 
yana 

i 

I 

1 i 


Kidara 

and 

Shuddbanata 
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Component tones. 


Names of 
tones 

Raga Mala. 

Hindi 
written in 
1798 

Mntla ul nlnm 
Persian 
written in 
1817 

Sarraaya i 
isbrat urdn 
written in 
I8?j 

Malahosha 


Hmdola 

Bksanta 

Jhinjhoti 

and 

Pfinciiama 

Purvi, Shara 
Kalynn and 
rodi 

Hmdola 


Bilarali 
Lalita 
Panokama 
Pnna and 
Bliairafa 

Mangala, 
Vibhasa, and 
Barari 

•Bhairava 

' 

Hmdola 
Slindha nota i 
[ hnnhra and , 
Pana j 


*3J»ri nga 


Badhansa 
7ankn and 
Ganri 

Badbansa 
Tankn and 
Gann, also 
Kalyana 
Gajri and 
Deshkara 



Kaljana 
Kamodaand 
SAtanta (Sa 
rnnga and 
Malar) 

■ 
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Component tunes. 


Names of 
tunes 

Kaga Mala, i 
Hindi 
written m 
1798. 

latle-ui ulum. 
Pu siant 
■written in 
1847. 

Sannaya-i- 
lshrat, Urdu 
written m 
1874. 

* 

Gann ... 


JhinjhofclT 
Asavari, 
Gujan So- 
rntha, Bilava* 
la and 
Gonda 

Shriraga, 
Hama kali 
and Gujari 

Eamoda .. 

— 

Bilavala and 
Gonda, 

Bilavala and 
Gaun 

Saranga 

4 * 

Pevagui 

and 

Malora 

Devagirt 

and 

Ivlalara, 

Natanara- 
yana, Shan 
karabharana 
and 

BiHvala, 

Gauds Sa- 
ranga» 

Saranga and 
Todi, 

Saranga 
and Gauri or 
Saranga and 
GanrA 

[Gann— Nata 
— Tnbeni] 

Malakosli and 
Tribeni 

Smdhavi or 
Sindhura 

Soratha . 

Asavari aud 
Ahiri. 

Bbairaya, 
Panoharoa, 
Gu-jari, 
Bengali and 
Gandhara 

Asavari 
and 
Ahiri. 
Bhairava, 
Panchama, 
Gujan, Ben- 
gali and Gan 
j dbara. 
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Component tanea 


Names of 
tunes 

1 aga Mala 
Hindi written 
m nth 

llatla nl 
nlam Persian 
written in 
1847 

Sarmaya i 

i Iahrat 
Urdu writ 
ten in 18(4 

-£ 

I « 

i a 

o 

Adana 

i 

: 

\hm (Hesb 
akart and 
Gnjiri) 
Knnhn 

Malar and 
Kanhro 

Kanbrs 
Deo &U> and 
Dhanaslin 

1 


From i stud) o£ the above table it trill be 
dear tlint the idea of analysing the tunos was to 
find out the coinciding points out of tho different 
tunes, and not, as is mentioned m several boots, 
that the tuues were really composed by combin 
ing two are more tunes as noted The tunes 
particularly composed by combining two or 
' more tunes bear names showing the composition, 
e g , Iman and Bilavalacombme and form Imam 
Bilavala, Iman and Bilavala and Shuddha Kalyapa 
form iman Kalyana , Nata and Bilavala form 
Nata Bilavali Jaitashri and Shuddha Kulyana 
form Jatta Knlyana, and so on 
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Chapter XiY 


' HARMONY 

"Rages and their Raginis of the old writers in harmony 
with each other Repudiation of the theory that 
Indian Music had no haimony Method of 
forming Concert Music. 

j % the previous chapter it was mentioned that 
the old writers, Bbarata, Hanumat, etc., had 
divided some of the tunes of their time mto several 
gi onps of ragas, raginis, their sons [called putras, 
^=i=son) and 1 daugkters-in-law (called Bbarvas 
^u^=wife, s,c 9 of the sons), Sanqilci katnakarn 
and several other standard works written after 
it do not take notice of these groups, and the 
present tendency is to discard the system al- 
together, without, it is regrettable, any investiga- 
tion as to the' purpose which the eminent mu6ic- 
makeTs bad in view in this grouping. It will 
be shown m this chapter that the grouping was 
not without meaning, and that the several ragas 
mentioned were in harmony with their raginis, 
forming what has been described in Chapter XII 
«s Anyonya Baya. The grouping differs to a 
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oertain extent among tho different writers, of 
whomthoro are four 

1 Someshwarnor>God Shiva, ‘the originator 
of music m India, had, it is said, six ragas, ri r 
Shrf, 'Vasanta Panohnma, Bbairava, Slegha and 
and Natandruyona with six ragiuis and eight 
putras to eaoh 

2 Bharata, tho author of Natyashanlra is 
also said to have had six ragas, tliroo of which 
were different from those of bomoshwara They 
were Bhairava, Malnkosha, Hindoln, Dfpaka 
bhrf, and Moglin oacli of which had five raginis, 
eight putras and tight bkdrjn3 

3 Kallinatha takes tho six ragas of Som 
eshwara, with six raginis and eight putras to 
eaoh, , his ragiuis being different from thoso of 
Someshwara 

4 Hanumat or Hanwanta has tho samo six 
ragas as Bharata but hiB raginis (also five to each 
raga) are different Ho has also eight putras, but 
no Bharyas 

The change in the names and connections of 
tho tunes show how the Indian music has under- 
gone considerable alterations The first three 
systems, viz , Someshwara, Bharata and Kalb 
natha, are now long obsolete For the fourth or 
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'the Hanumat system, it is said that the present* 
day Indian music follows that system This is 
.however questioned by some of the present-day 
waters, not on very good grounds though. That 
there have been certain changes is natural and 
undoubted, but there is nob much to show that 
the ragas etc. of Hanumafc school were very 
different from those used now. The Hindi book 
Ragamala of G-angadhara, written in 1798, takes 
the ragas and ragmfs of Hanumat school, and at 
the same time seems to be paying homage to 
T&nasen, which shows that the famous grand 
musician repieseuted the Hanumat School. As 
Tanasen’s ragas are still taken as standard in 
Hindustani music, it is not incorrect to assume 
that the present Hindustani music follows tiie 
Hanumat School generally. 

The six ragas with their ragims and a few 
putras of the Hanumat School are noted below : 

(1) Bhairava. Ragims — Bhairavi, '•undliavi 
Bangall, Bardti, and Madbumadhavi —Putras 
Tuna, Panchama. 

(2) A,alakosha or Kaushika. Kngmis — Todi, 
Khambavatl, Gaurl, Gunn kali and Knknbha. 
Putras — Badhansa, Maru. 
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( 8 ) Hindola Ragims— Bilavalf, Lalita, Kama 
kaH, Devasakha, and Patiuanjarf Patras — 
Vibhifsa, Gaurf 

(4) Di paka Ragims — Kaohra, Kamodi, De 
sin, fvidara and Nata 

i 5) Shn Ragims — Basanta, D h a n & shri, 
Malaskrf, Asavarf and Marav& Putras — bindba 
<ronda, Sankara, Bihagra 

1 , 6 ) Megha Ragims — Tanka, Gujarf, Mal^r 
Bkupalf and Deshakara Putras— Sarunga, Kal 
yana, Sobrina 

Let us non see if as mentioned above the 
i igas are in harmony with their laginis 

i iking the ragi Bhairavi and its ragini 
Bar itf or Baran the sargama of the latter is 

(sft ^ q ^ q q m h sr) 

To this sargama let us fit in the samvadis ind 
•aouvadis of the different notes having of course 
•m view, as fai is possible, *o introduce the notes 
of the raga Bhairava We find the notes 
(*T*T?r w 5 ^T^H^i^ETraiTiurtrra) 

which make up a perfect sargama of Bhairava 
fit m exactly as shown below — 
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A few more sargamas of the ragas with 
those of their raginis are noted down below to 
show the harmony The sargamas have neoese 
arily to be adjusted, so as to give an equal 
number of notes to the two tunes m each pair, 
neither of oourse losing its specific arrangement 
of the notes 


11 
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From the above it will bo amply clear that 
the grouping of the ragas and raginis by the 
anoient music makers was meant to provide 
tunes that could be played together os m a 
concert It enables ua to compose concert 
music, by pointing out the direction m which 
to proceed to get harmonising or melodious tunes, 
as suoh tunes will generally he found within the 
family An example may be useful 

The following is the Sargama of a song in 
the tune Shankara, sung in Bilavala mela, for 
which a harmonising tune is required Sbanhard 
belongs to the Shn group, so a tune is sure to 
be found in that group Let us Boleot AlBilvari 
for the purpose Acting on this datum and 
with the help of the table showing the relations 
of the notes m Oh VIII, the tune shown below 
the given tune can be easily formed 
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This ingenious grouping finally repudiates 
the statement made by some Europeans and 
Indians that Indian mu3io had no harmony 
That the art was neglocted tor some reason or 
other, and by this time has been altogether 
forgotten, cannot be gainsaid Tho above 
also proves incidentally that the presont 
day Hindustani musio follows the Hanumat 
school for if tho ragas and ragims had under 
gone any considerable alterations they would 
no more have been m harmony as wo find them 



CHAPTER XV. 


TIME OF RAGAS. 

Time determined by the physical and mental 
condition of the singer. Tivra Madhyama the 
chief determining note, List of tunes according 
to time of singing, 

JN chapter X it was said that a r£ga to be 
attractive must be sung at a time when it 
pleases the mind, «.<?., when its tune or import 
is m conformity with the state of mind of the 
singer, or the hearers, or both. The Indian music- 
masters have fixed times of the day for all the 
ragas (ragmis are included in the word). 
Opinions differ m a few cases, but not widely. 
It is intended in this chapter to investigate 
the principles which govern the problem of time 
for the different tunes. Here we enter in a 
way to deal with the relation of mind and music. 
The following three things have to be con- 
sidered m this connection : — 

(1) The general inclination of the singer to 
smg and of the hearers to hear, *.<?., what strain 
they are capable of bearing physically at any 
particular time. 
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(2) The general mental condition of tho 
singers and hearers, te , whether happy and 
composed, or worried and in anxiety 

(3) The particular emotion that has to bo 
expressed by the singer or desired to be engend 
ered in the audience 

The last, or expression of sentiments, can not 
evidently bo confined to any particular time, 
and no time can be fixed for raga9 when they are 
meant to express emotions Time can be fixed 
for them on the first two considerations only 

For the first, tho day and night may be divided 
into four periods, vis, daybreak to midday, 
mid-day to evening, evening to midnight, and 
midnight to day break Of those, mid-day to 
evening is the period when a man feels mo«t 
tired and sluggish and can bear tbo least 
strain On the other hand, from midnight to 
morning one feels the most brisk and smart and, 
unless troubled by sleep, can exert one’s self muoh 
better than in any other period The other two 
periods are midway between them, morning to 
mid day being perhaps a bit better than from 
evening to midnight 

J! ow as regards strain m singing, the komnla 
or flat swaras are easier than tfvra ones, also tho 
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pfirvanga (*r to 37) easier than the uttaranga 
(q to sr). Hence it may be taken as a rough 
general rule that the purvanga ragas with 
komala swaras should be sung in the period 
mid-day to evening ; pt'trvanga ragas with tivra 
swaras from evening to midnight ; uttaranga 
ragas with tivra swaras from midnight to day- 
break; and uttaranga ragas with Komala swaras 
from the daybreak to mid-day. For the same 
reason, ragas sung in Tarasthana are more pleas- 
ing after midnight. 

The above rough rule is mentioned m other 
words as that in the first part of the night 
purvanga notes are more pleasing, while in the 
latter part the uttaranga ones are better, and 
that the order is reversed in the day-time. 
This of course does not take account of the tivra 
and komala swaras. 

To proceed on the second consideration, it is 
necessary to consider the daily routine m old 
days of an average Indian, m fair health and 
having no extraordinary troubles. He woke up 
at about 4 o’clock m the morning, said his 
prayers, then getting up and taking his bath 
performed his worship. After this he went 
out to work for his living and came back at 
about mid-day for his meals. After perhaps a 
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little nap he went out again to oarn hiB living, 
from which he returned rather fagged at about 
sunset After ablutions he had Ins sandbya 
prayers and, taking the evening meals, was free 
to have a chat with friends or members of the 
family He went to sleep at about midnight, 
■to ge^ up again before dawn 

It will be seen that tho hours whon he ivas 
worried most wore tho afternoon hours when 
he had to work for his living, probably hard 
There was a little worry {not so much as in tho 
afternoon) in tho morning also for the satno 
cause Also there must bo some in the early 
morning hours before finally waking up 

This found expression in music by tho uao 
frequent or otherwise, of tivra madhyama 
This note, having good affinity with many of tho 
other notes, both homala and tivra, is noxt in im 
portance only to Shadja (*r), but being 1 1 shrutiB 
from it has an almost opposite effect, its anuvadis 
being vivadis of shadja and vice tiered While 
therefore shadja soundB composure and peace, 
tivra madhyama sounds excitement nnd worry , 
hence its use as mentioned Also as one cannot 
pass on from worry to composure without going 
through intermediate stages, so the elimination 
of is done gradually, so that while the note 
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itself is left; out, its samvadis and anuvadis are 
kept on, which are m turn gradually replaced 
Sometimes, as in the case of Kalyani mela 
komala madhyama (??) is introduced along with 
and the latter is ultimately left out. 


The following list gives the janaka melas 

m the order of their association with tivra 
madhyama : — 


Number. 

Janaka melas 


Samvadis of 

Anuvadis of 

1 

M arava, 


ST 


2 and 3 

Todi and Piiravi. 



— • 

4 

Bhairava 



— 

5 

Kalyaoai * 



tfr 

6 

Bilavala 

l 


ft 

7 

Bhairavf 

— 


— 

8 and 9. 

Kafi and Kham- 



ft srr 


mach. 




10 

Asavarf 

— 

— 

ft 


* In Kalyani, ^ is rather sparingly used, hence its 
position below Bhairava. 







The natural order of the Janata melas to be 
used during the course of a whole day and night 
will therefore be something like what is shown 
on the following circle where the shaded portion 
indicates the periods of worry 


MORNING 



This is very nearly the case in actual prao 
tice It will be seen that the Janaka mela 
whioh starts the abandonment of »ft is Bhairavn, 
which has komala rishabha and dhaivata, and 
tfvra gandhara and mslnlda, i e two samvadis, and 
two viyadis of rft This combination of notes, 1 1 
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?7 ^ ^rr 5 ft, does therefore indioate Sandhfpra- 
kasha ragas [Sandhi shrWjunction, i.e. of and 
?r or, as it happens at the time of night and dayj. 

Similarly, the approach towards from the 
influence of ^ starts with the mela Kdfl which 
has Komala gandhara and nish^da, and tivra 
nshabha and dhaivata. This combination (ft *TT 
^ 5Hf) being rather a reversal of the above 
(the Sandhi one) or as it were at the pitch of 
the swing rightly occurs almost mid -way, i.e . at 
about mid-day and midnight. The intermediate 
timing is determined by the interchange of the 
notes of these two combinations, consistent with 
the positions of as mentioned above. 
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The following is a list of Mgas and riigmls 
with the tune prescribed for them — 


Time 

Names of the tnne 

Janaha mela 

Dawn to early 

Bhairava 

Bhairava 

morning 

Kan ft Kali 


Vlbbd a 



Hindola 

Knlynnt 


| Malkosha 

Bhairavi 


Bhairavi 

i 

Larger part of 

Deshkam 

Bilavala 

the morning 

Khftta 

Asavari etc 


Gunkali 

Bilavala 

Alahiva 

Bilavala 


Baugah 

* 

Latter part of 

Todi 

Todi 

the morning 

Gnjan 



Jaunpun 

Asavari 


Pevsgin 

Bilavala 


Asavari 1 

Asavari 


Gandhari 

Do 


Deshi 

Do 

Mid day 

SuhS 

Kafi 


8nghraf 

Do 


SSranga 

Do 


Brindabam Sdranga 

Do 


Madhamadha 

Do 


Ganda Saranga 

i 

Kalyam 
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Time. 

Names of the tones 

•Janaka mela 

Earlier part of 

Bbimpaldsi 

Kafl 

afternoon. 

Db&m 

Do, 


Dbnn&sbri 

Do 


Malashri 

Kalyani 


Jaitasbri 

Pnrvi 

Latter part of 

Multfini 

Todi 

afternoon, 

Bar&ri 

Mnrava 


PQnd 

Do 


hl&rav6 

Do. 


Shn rfiga 

Pnrvi 


Pnrvi 

Do. 

Evening* dusk 

Gaun 

Pnrvi or Bbairava 

Earlier port of 

Iv6moda 

Kalyani 

evening 

Xman 

Kalyani 


Iman Kalyana 

Do. 


Bhnpah 

Do. 


Sbnddha i 

On 


Kalyana j 

Juo* 


Sbama "i 

n n 


Kalyana J 

ju>0. 


Ganda \ 



S&ranga J 

Do, 


Hamira 

Do, 


Chbay&nata 

Do. 

Latter part of 

Kidara 

Do, 

the evening, 

Natanardyana 

Bilavala 


Khamm&ob 

Kbammaoh 


Gbara 

Do. 


Smdnra 

Knfi 


Jhm]boti 

Kbammaoh 
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Time 

Names of the tnneg 

| Janaka Mela 

Latter part of 

KAfi 

Kafi 

the evening 

Oarbdn Kunhra 

Asavari 


Bageohn 

Husaim , 

Naiki 

Kafi 


Tilanga 

Tiliho Kanoda 

Khnmmach 


Shahand 

Kofi 


Adund 

Asavari 

Midnight* 

Malar 

Khammach 


Mtan Lz Malar 

Megha 

Kafi 


Nata * 

Gonda 

Soratha 

Di>sha 

Jaijaivanti 

h-hatnmnoh 

After midnight , 

Barvd 

Kafi 

Maod 

Bildvala 

Late after mid | 

Shankard 

Bilfivala 

night 

Bihaga 

Koknbha 



Maliganra 

Bhikara 

Sohini 

Marava 


Panchama 

, 


Basanta 

Par] a 

Pnrvi 


Kalingra 

Lalita 

Jogia 

Bhairava 

No time fixed 

Piln 

Kafi 


12 
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Chapter XVI. 

EXPRESSION. 

Inner meanings of notes Well-investigated by old 
Vt- rtlers. Expression of each Shruti note 
indicated by its name 

'^y r E come now to the psychological study of 
music, to know its effect on the mind. 
For this it is necessary to investigate the inner 
meanings of the notes, and how by suitable combi- 
nations they can be made to express the desired 
feelings and generate the desired emotions. The- 
sufrject was well-investigated by the ancient 
Indian music-makers like Bharata ; the impression 
created by each musical note was determined, and 
the feeling each tune gave expression to was 
specified. This was later on done by personifying 
the tune, and picturing them with particular 
feelings or emotions. After the time of Sharng- 
deva, however, the matter was entirely neglected. 
Although, as already mentioned m Chapter XIII, 
some of the books copied out the old description 
of the personified tunes, the real object was lost. 
The beautiful description of the ragas (tunes with 
masculine names) and ragmls (tunes with femm- 
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inu names) were considered mere poetic imagery, 
without any real meaning, and it is most likely that 
additions and alterations were made to original 
descriptions Music as a fine art almost censed 
to bo cultivated in India 

Except perhaps in a very small circle this 
Btate of things still obtains Of tho small oirolo, 
I may mention Mr H P Krishna Rao (Head 
master of the Mysoro Institute for the Deaf, Mute, 
and the Blind), who has tried in his book “ Psy 
chology of Music ,J , to work out tho inner mean 
mgs of the notes I have, howevor, to note with 
the greatest regrob that, liko so many other 
English eduoated Indians, Mr Rao, a great ad- 
mirer as he is of tho Indian music and its 
psychologic il effect, discards all tho old carefully 
worked out notions on tho subject, evidently 
without giving them the proper study they 
deserved He does not find any use for the shrutia 
and deprecates the idea of 22 ehrutis, and in the 
matter of inner meanings of notes denounces the 
old writers Bharata and Sharngdeva as ignorant 
of the properties, physical as well as costhetio, of 
even the fundamental note S [Sa] Vfe have 
seen that for the correct study of Indian 
music, shrutis are indispensable and their depro 
cation does only show an ignorance of the sub 
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ject. Similarly, without studying their works, to 
call the ancient music- makers us ignorant of the 
properties ol the fundamental note is simply 
intolerable. 

Mr. Rao’s indictment of these writers is based 
on a single shloka verse) giving the chief 

notes used m the expression of different senti- 
ments, The shloka is as follows : 

it means — In the sentiments expressing 
heroism and marvellousness, 5? and used ; m 
anger, *r; m sentiments exciting disgust, fear and 
pity, ^ and fir ; and m those of humour and love, sr 
and are used. In the printed edition of San- 
gita Ratnakara, has been shown m place of *T, 
and vice versa which seems bo be a copying 
mistake 

Mr. Rao’s first objection is that it is impossi- 
ble that a musical note can express the ascribed 
emotion by itself but the shloka does not say 
this , Mr Rao’s interpretation of the shloka that 
the notes- by themselves express the several 
sentiments is not correct. 

Another objection of Mr. Rao’s is based on 
the supposition that the emotions expressed by 
a note and its samvadi must agree with each 
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other So he says that with the emotions men 
turned m the shloka t? and <J can never agree ns 
valour and love are nnlibo omotions Apart from 
the fact that valour and love are not antagonists 
to eaoh other, his very promiBe that samvadis 
must agree in their expressions is wrong Ho 
forgets that eaoh note has two samvadis, and 
his supposition will lead to thoubsind conclus- 
ion that a agrees with 1 V with ft, ft with «T, W 
with u n with ft and ft with *i, or that all the 
notes must express the sarno sentiment. He 
actually comes to the conclusion that without 
embellishments musio can express only one 
sentiment, that of tondernoss growing by de 
grees to pam , and this is not at all surprising 
with the mistaken supposition 

The Sanskrits words Yfra, Shnngara, Hiisa, 
etc, expressing the sentiments cannot also bo 
very well interpreted by single English words 
For instance, Vira cannot bo interpreted by 
merely heroism or valour, or shrmgta by sexual 
love It is clear therefore that the dofeot lies 
net with the author of the Bhloka, but in the 
incorreot interpretation of it and wrong snpposi 
-tions As will be seen later, the use of tho 
several notes recommended by the shloka was 
determined by a oareful analysis of their sounds. 
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Mr Rao, with his imposed limitations, takes it 
that a and * are tranquil notes, n and *1 indicate 
disturbance, * and sft indicate perception, UT and 
^ disagreeableness Jit and sft enquiry, W optimism 
or egoism, and Jfl degradation. On this basis 
he interprets the emotions expressed by a few of 
the tunes. The result does not seem to be cor- 
rent, at least in the case of ‘ Bhupali,' which 
according to him is a tune having no souow or 
pain, but which as we know is just the reverse 

in expression. The defect lies not in the method 
of interpretation but in the values taken for the 
several notes. 

In European music the tonic (*0 is taken to 
be the firm or strong note, the second {ft) the rous- 
ing note, the third (tft) the calm or peaceful note, 
the fourth ( 5 ) the solemn or awe-inspiring note, 
the fifth (q) the clear or trumpet note, the sixth 
(^) the sad or melancholy note, and the seventh 
(sft) the piercing note. 

The above meanings given to the notes, by 
the tonic solfaists, for the European music, or Mr. 
Rao for the Indian music, are too general and 
rather v<»gue to be of much use in the interpreta- 
tion of tunes, on the composition of music to 
express particular emotions. These certainly 
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require < closer investigation of the details and 
nnd niceties of sound 

The old Indian music makers realised this 
They did not consider it enough to fix values, 
by gome arbitrary method, merely for the seven 
notes or some of their modifications, bijt carefully 
weighed sounds at shorter intervals viz , of one 
shruti For this purpose, Yinas were constructed 
with twentv two strings which were luned to the 
twenty two shrufcis to facilitate comparison The 
inner meaning which the sound of each shruti indi 
•cated was determined in reference to the mam 
note H, which being the natural note uttered 
withoat any exertion, represented a state of mind,’ 
peaceful and generous, and free from perturba 
tion or extraneous influences 

The result thus obtained has been preserved 
m the newer names of the shrutis themselves, 
which new names have meanings indicated by 
their sounds The following is a list of the shru 
tis, commencing from Chhandovati, on which the 
-chief note has been fixed with them meanings 
and derivation of the names — - 

Chhandovati — from Chhandas (^$r)=free 
will, independent conduct— indicates peace of 
mind, independence, heroism, generosity i u 
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Dayavati: from Daya ( ^EfT ) a compassion, 
sympath y,-~ indicates pity 9 sympathy, tenderness* 
a Section. 

Ranjam : from Ranjan ( )— colour, plea- 
sing,— indicates pleasure, delight, appreciation. 

Raktika: from Rakti ( ^ ) = pleasingness, 
attachment, — indicates charm, marveliousness, 
devotion, appreciation, state of getting impass- 
ioned. 

Randri : from Baudra ( ) = heat, wrath,— 

indicates heat, warmth, enthusiasm, anger. 

Krodhi: from Krodha ranger,— indi- 

cates anger, cursing. 

Vajrika : from Vajra ( ^ )=ssteel, —indicates 
severe language, abusing, cursing. 

Prasarim : from Prasarana ( )=expand- 
ng, diffusing,— indicates enquiry, explanation. 

Prfti: ( ) means and indicates joy, happi- 

ness, satisfaction, favour, affection, 

Marjam: Marjana ( )— cleaning, purify- 
ing, effacing,— indicates clearing one's breast* 
affection, jokmg, ridicule, egoism. 

Kshiti : from Kshi (f%)=s to decay, to rule-r— 
indicates egoism, complaint of loss. 
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Rakta from Ran] (*ia)-s to bo coloured or 
attaobed, to bo affected or excited — indicates 
attachment, devotion, excitement, worry 

Sandfpim Sandipana => i n fl amtog, 

kindling, exciting-— indicates kindling of the flames 
of love, excitement due to same 

jndpim from liap (5Tf)= to talk — indicates 
conversation or talk between lovers, expressions 
of love, affection, entreaty, sympathy 

Madanti from llada (irj), indicates ardent 
passion, affeotion, intoxication, madness, sexual 
love, arrogance, anger due to jealousy 

Rohim from Ruh to grow— indicates 

development of pleasure, pain, or other feelings^ 
The word also means a girl ]iist grown np, and 
indicates hopes and fears of early life , solitary 
musmgs 

Ramyo from Ram (pt)= to rest, to remain 
quiet — indicates quiet, solitude, mnsmgs, apathv, 
carelessness towards outward show 

XTgra (3W)= powerful, formidable, sharp — 
sharpens feelings , also expresses formidableness 
awe, fear 

Eshobhim from Kshnbh (gvr)=> to tremble, 
to be agitated — indicates disturbance , agitation, 
trambhu g, unnervedness , pitiableness, extreme- 
worry 
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Tivra: (dtel) means and indicates sharpness, 
acuteness, violence, heat. 

Kumudvafci : from Kumud (3?g^)= unfriendly ; 
indicates unkmdness, criticism, complaint, enmity, 
avarice. Kumud also means a lotus or water-lily 
and the shruti may express mward pleasure. 

Mandd s from manda (^)=slow, apathetic, 
cold — indicates idleness, inaction, apathy, want of 
pleasure or enthusiasm. 

These twenty-two shrutis were divided by the 
old music-makers into five categories, known as (1) 
Bipta (^3T)j expressing excitement or stimula- 
tion ; (2) Ayata (^TFrar). showing diffusiveness, 
prolixity or expansion ; (3) Karun£ express- 

ing compassion and pity ; (4) Mridu (^), show- 
ing tenderness of feeling ; (5) Madhya be : 

mg neutral and giving expression to feelings nob 
included m the first four. The sbrutis coming 
under each of these categories are as under : — 

Dipta : — Tlvra,Raudrl, Vajrika, Ugra. 

Ayata — Kumud vati, Krodhi, Prasarim, San* 
dipini, Rohini 

Karuna Dayavati, Alapim,, Madanti. 

Mridu.— Manda, Raktik4, Priti, Kshiti. r 

Madhya : — Chhandovati, Ranjam, Marjinij 
Rakta, Rarnya, Kshobhmi. 



With this analysis of sounds at small inter 
vals it would be easier to find out what senti 
menb each tune gives expression to or which 
tune should be used to express a particular 
feeling 1 

Before coming to this, however, ibis necessary 
to have a clear idea of the several sentiments 
-and the feelings they produce in the mind This 
will be dealt with briefly m the next chapter 



CHAPTER XV 11. 

SENTIMENTS OR RASAS. 

Rasas defined. Peelings and sentiments classified- 
How feelings manifest themselves, 
physically and mentally. 

JN this chapter it is intended to describe the 
different sentiments and feelings recognised 
m the Indian rhetorics and poetry, and to explain 
briefly how they are produced or affected. The 
word tor feeling or the state of mind at any time 
is Bhava (^) from the root sj== to be, to exist*. 
Distinction is made between a lasting feeling, or 
that which pervades the mind during the time 
under consideration f and those which are transi- 
tory, being excited by circumstances and then 
subsiding. The for mer is known as a Sthdf bhava 
(^Ts&==endurmg, permament from to stand). 
The latter are called Vyabhicharf bhavas 
=irregular, unfaithful ] . 

The condition or circumstance which alters 
the existing one or excites a particular state of 
mind or body is called Vibhava The 

sudden appearance of a poisonous snake, or some- 
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body's sudden calling out that there was a snake, 
which will generate the feeling of fear is Yibhava 
Meeting or hearing about one’s beloved or rec 
-ollection of sweet old memories about him or 
her, whioh may excite the feeling of love is 
Vibhava Vibhdva ib of two kinds, Alambana 
-and Dddipana The former (W5TW=supporting) 
is that (person or thing) with reference to which 
a sentiment arises , the latter (sTtbffi = exciting) 
represents the causes which enhance its depth 
In the case, for instance, of the feeling of sorrow 
over the death of somebody, the person dead is 
the Alambana of ths sentiment, and the attending 
circumstances which aggravate sorrow are its 
Uddlpann Vibh*tvas Alambana or Uddlpana may 
happen in three ways viz, Darshana te , by see 
mg Shravana or by hearing, and Smanna or by 
lecollection , as in the examples cited above 

When a feeling is excited m the mind, it 
usually finds manifestation in some part of the 
body The symptoms which thus indicate the 
feeling outwardly are called Anubhavas Palpita- 
tion of the heart or drying of the mouth due to 
the feeling of fear is Anubhdva The pleasure 
expressed on the faoe of the lovers when they 
meet and the sadness when they long to meet 
bub cannot, are Anubhavas of the feeling of love 
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The different feelings or bhavas excited by the- 
appropriate Vibhavas and accompanied by their 
Anubhavas give rise to what are called Rasas. 
Rasas (^) which means taste, essence or senti- 
ment is a comprehensive term for an aggregate- 
resultant emotion, Rasaprabodha (^T sfiftsr), a 
Hindi book written by S. Gkulam Nabi of Bil- 
gram m 1741 A D., describes Rasa in a very 
fine simile. It says : The human mind is the 
soil where Rasa has got its seeds ; Sthdibhava is 
the sprout which irrigated with the water of 
Vibhava grows mto a plant called Anubhava 
according to the environments VyabhicharR 
bb&vas are the flowers, blossoming at frequent 
intervals and m consonance with the Sthaf. These 
combined produce the honey called Rasa, which 
is collected by the poet acting as a bee. 

The task of the artist lies in depicting the 
particular Rasas, i.e . s giving expression m his 
work to the sentiments desired to be expressed,. 
The poet (including an orater) does it by means 
of suitable words with proper accents ; the parat- 
er and the sculptor by their pictures and sculp- 
ture expressing the particular sentiments, and 
the musician by combining suitable notes to' 
form appropriate tunes. It is clear the poet has- 
the greatest advantage ; the painter and the 
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soulptor come cost ns they got the advantage of 
the Annbhaviis which have been determined for 
each bhava or sentiment The task of tho musi- 
cian is rather difficult, but if ho can combine 
poetry with music in bis songs and take help of 
the Anubhavas in his gesticulations, his per 
formance will surely surpass that of the others 
Hence the necessity of suitable songs for musio 
and the utility of proper gesticulating 

The feelings which give rise to sentiments are 
grouped into nine, enumerated in the following 
shloba of Sdhity" Dnrpana 

wbtst tfbftitnsl *tu utut 
Prmw'irtiBf nbr rnttrsftxr n 
te , (1) Rati (tra)=pleasure, amusement, love, 
affection, sexual pleasure or passion , (^) Hasa 
( 5 W)=laugbtor, merriment, ridicule , (3) Shoka 
(ichE)= sorrow, grief, pitiableness (4) Krodhn 
(tthTI=anger, wrath , (5) Utsah i (3tttl5)=effort, 
determination, perseverance, firmness, fortitude , 
(G) Bhaya (rw)=fear alarm, tenor , (7) Jugupsa 
( 33 ^n)=censure, dislike disgust (8) Vismaya 
(ftttn)=wonder, surprise, admiration , and (9) 
Shama (=tm)=tranquility, rest, absence of passion, 
restraint of senses The last has been put in the 
Bhloka as if outside the category, because it is in 
fact absenoe of a real feeling It has not been 
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recognised by Bharata, the author of Katya * 
sha.sfra , as a feeling giving nse to a sentiment. 

The Rasas (vS?n ) which arise from the above 
feelings orbh&vas are respectively known as (1) 
Shringara (j^), (2) Hasa (3) Karuna 
sorrow). (4) Raudia (Ki3 = wrathful, terrible), ( 5 ) 
Vira (^)j(O) Bhayanaka error), (7) Bi- 

bhatsa disgust), (8) Adbhuta (s)33Pf== 

marvellous), and (9) Shanta (rrr^— undisturbed) 
The last as said above, is not recognised m the 
Natyahhasira On the other hand, there are other 
writers who recognise two extra rasas, Vatsalya 
(3T3TO) or affection, especially for one’s offspring, 
and Bhakti (v^) or worship and devotion. These 
are surely included m Shringara, Vira, A.dbhuta, 
and Shanti. 

Shringara, the sentiment of love, is so called 
because it is the most important of the rasas 
[ from shrmga s&i=peak of a mountain ]. It is 
also therefore known os Rasaraja. It is of two 
kinds, viz., (1) Sambhoga Shringara Qdsku), when 
the lovers enjoy each othe r’s company,, and (2) 
Yipralambha Shrmgdra (fegqfo) when there is 
s eparation due to any cau se . 

Vira, which is the sentiment of heroism is 
fourfold, viz , (1) Dana Vfra (^w), heroism 
based on liberality or the sentiment of enthusiast- 
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io liberality (2) Dharraa Vfra (vrif) t heroism 
based on piety and righteousness, or the senti- 
ment of entbnsiastio piety , (3) Daya Vira (ipn), 
t a heroism based on compassion, or the senti 
menfc of ohivalrous compassion , and (4) Yuddba 
Vira (gg;) or heroism m battle 

No further comments are needed in respect 
of the other rasas 

The nine bhavas noted above are Sthai when 
they are the pervading feelings of a particular 
Rasa, but when they come and go strengthening 
the pervading feeling, they are Vyabhiohan The 
latter are known as (1) Tanu Vyabhiohan ivhon 
affecting the body (trg=body) and giving rise to 
Anubhavas, and ( 2) Mana Vyabbichdri when 
affecting the mind fuvRf==mind] 

The former manifests itself in eight ways, en 
(1) Sweda (#?)= sweating , (2) Stambhu (tan) 
= motionlessness (8) Romancha (b>tt'i)=hor 
npilation or erection of hair (4) Swara bhanga 
(nJTW T >')= broken articulation , (5) Kampa (nn) 
-= trembling , (6) Vivarna change of 

colour (7) Ashcu (npjl— tears , and (8) Pralapa 
(Hs!tn)=pratttiog talking nonsorlso Jnmbha 
(apn) or yawning is also included in this by some 
The latter (Mana Vyabhiohan) has thirty 
three manifestations, mi, (I)Nirveda (frn^) = m . 
18 
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difference to worldly objects, self-humiliation ; 
(2) Glam (*35lfa y = exhaustion, fatigue ; (3) Shanka 
(j^)« fear, misgiving ; (4) Alasya = 

want of energy; (5) Asuya (^)=envy, jeal- 
ousy : (6) Sbiama {?%&)= exeition, weariness; 
(7) Mada (^)= conceit ; (8) Dainya (9^?) = mis- 
erable state, low-spiritedness ; (9) Chmta (feff) 
s anxiety ; (H») Molia (?te) = perplexity ; (11) 
Sminti (^fe) = recollection ; (12) Dliriti (w*) = 
contentment , (13) Vrlda (^ter> shame, bash- 
fulness ; (14) Harsha (%A) ~ joy ; (15) Cbapalata 
(^31)= swiftness, fickleness, unsteadiness ; 
(16) Jadata(«T3ciT)= dullness ; (17) Garva (5Rr) = 
pride y arrogance , (18) Visbada (t*rerg)= dis- 
appointment ; (19) Avega (*6n)« agitation, 

flurry; (20) Utkantba (zzfel) = longing for a 
beloved person or thing ; (21) Nidrd (fh3T) = 
sleepiness ; (22) Swapna (^Jt)= dreaming ; (23) 
Apasmara (^rq^m)= epilepsy (this manifests 
itself more as a tanu vyabhichari) ; (24) Avalnttha 
(smfgsiT) as concealment of an inward feeling ; (25) 
Amarsha (^^)=anger due to disrespect etc.y 
intolerance; t26) TJgratd (^JRtT)=ferociousness ; 
(5i7) 'Vyadhi (ssnfer)=ailment, sickness; (28) Mati 
(*rfb)=under standing; (29) Unmada (^RT^)= 
madness; (30) Marana (*TC*!l)=death due to 
extreme grief, shame or fear; (31) Yibodha 
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(fhhn?)=becoming conscious , (33) Trasd (niH)= 
fear, alarm , and (S3) Vitarka (ft3^)=rbasomng, 
doubt 

Each of these bhdvns has it8 particular vibhd- 
vas and physical manifestations, bub to mention 
all these is beyond the scope ol this book Only 
the rasas with their sthdf bhdvas are repeated 
in the statement below, whioh also gives the 
connected vyabkiebdris, both bodily and men* 
tal 
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Swnra blianga, fcaryn, Avega, Mati, VitarKa. 

Kaiuna, Sholca Sweda, Stam- Shanks, Alasya, A&uy&, S bra m a, 

blia, S w a r a Daniya, Chinta, Smrifci, Vrlda, Vi- 
bbanga, Vivar- shdda, Utkantha, Swapna, Avahittbd, 
na, Ashrn. Vyddhi, Marana, Trasa. 





CHAPTER XVfU. 

EXPRESSON. 

Value of the notes m connection with different 
sentiments. The use of Vadi, Samvadi and 
Vivadi notes. Importance of Nyasa 
Jati ragas 

j^NOWING the different sentiments and the 
way they find expression as explained briefly 
in the previous chapter, and the expression given 
by each Shruti, as shown m the chapter pre-- 
~bedmg 5 it would be easy to assign values to each 
of the notes in the matter of expression, as also 
to their combinations in the different tunes. An 
endeavour will be made m this and the following 
chapters to do this. Let us m the first mstance 
see if the shloka, giving the chief notes for the 
different Rasas (sentiments), quoted in Chapter 
XVI, and to which an exception has been taken 
Jby Mr. Rao, conforms with the analysis. 

According to the old writers (Sharngdeva 
and others) Shad]a comprises the shrutis Manda, 
Chandovati, Dayavati, and Ranjani. These clear- 
ly indicate Yira Rasa, bo sa (Sf ) is correctly noted 
as being the chief not9 of that sentiment. Risha- 
bha takes Raktika and Raudrf, and is not m« 
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■correctly taken as the note for Adbhuta Rasa 
Oandhara comprises KrodhI Vajrika aad Pras- 
4nnl and aptly ludicites liiudt a or sentiment of 
anger Madhyam i and Pmoliami extend over 
Prlti, Marjant Ksbiti, Rakta Sandipini and A1 
apinl, and hence these two note3 tike up the 
sentiments H&saand Shnng&ra, Madantf, Rohm! 
Ramyd, Ugr& Kbliobhinl Tivra, and Kumudvatl 
go to DUaivata and Nishada which hive there 
fore been correctly mentioned as being used in 
Jdlbhatsa Bhayanaka aud Kaiuna rasas It will 
thus be seeu that the ancient music tinkers did 
not fix any haphazard values to the notes, but 
fixed them in a most scientific way 

“With the old Indian music, comprising 19 
notes, most of the emotions could be expressed 
"What could not be done was accomplished by the 
-expert singers by lowering or raising their voices 
in smaller intervila than provided by the notes 
In stringed instruments, like Vina and Sit£r, 
this was dooe by stretching the string or wire 
over the frets to produce a sharper note This 
is called Mid and known as quarter half eto , 
according to the sharpness required, the full 
MI$ giving the next higher note 

The present day music having a smaller 
liumber of notes— only 12 against the 19 of 
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the old music— can express the sentiments 
very partially 0 and the musician must strive 
much harder to produce the real effect The 
reduction m the number of notes has m this 
respect been to our great disadvantage, and has 
perhaps largely contributed to the disappearance 
of the science of expression, comprising the old 
Artb&dhydya, fiorn Indian music. 

The twelve notes of the present-day Indian 
music are fixed at the shrutis noted against them 
and can m a composition express the emotions 
indicated by the shrutis, unless the notes are 
sharpened or flattened: ST — Cbliandovati, ^T— Ran- 
jani, — Raudni, UT — Vajrika, ftt~-Prasdrini, — 
Marjani, 5ft — Rakta, v— Xlapim, ^T— Rohinf, 'eft— - 
TJgrd,, — Tlvrd, and rft — Kumudvati. 

The twelve notes of the harmonium which, as 
has been noticed before, have equalised intervals, 
represent very nearly the same shrutis as above, 
excepting that m is nearer Krodhi than Vajnksi, 
and ur nearer Kshobhini than Tivra. Heie no 
Mid is possible and intermediate sounds are 
attempted by sounding two adjacent notes closely , 
following each other with short-mtervalled repe- 
titions. It cannot however produce the correct 
note wanted, although the effect is pleasing* 
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This is alBO done in Sitrtr find is known aa 
Zamznma or Gitkiri, 

The following list of tlio nmo rasas gives 
clnof notes of tlio present Indian music, which 
are approximately appropriate for onoh rasa, 
according to tlio value of the slirutis givon by 
the old writers, the Mid notod bomg half 

1 Vfra R, a with ilfd, R, R, q 

2 Adbhuta R, n, n with Mfd, it 

3 Raudra 41, If with Mfd, IT, 41 

4 Hdsa tn, 41 with ilfd, R, 

n mth Slid 

5 Shringifrn R, 41 'ft With Mid, R, 

4>, 41 with Mid q, q 

with Mfd, UI, UT with 

Slid 

6 Bfbhatsa — R with Mfd, 41 IT with Mfd, 

4), II 41, 

7 Bbayuoaka— 4), 41, 41 with Mfd, IT, 41 

8 Karuna — R, «fl, jft, q, m, wr with Mfd, vft, 

41 with ilfd, 41, 41 with ilfd 

9 Shunto- — R, r with Mfd, R with Mfd, R, 

41 RT with Mfd 41 with Mfd 

The notes as shown abovo havo to bo usod more 
frequently than others, os Vadis or Sarovddis, 
and in the form of tanas and Alankifrna, so tljat 
tho paiticular rasas may bo expressed 
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• Ifc will be seen from the list, as also from the 
shrutis representing the notes, that the notes ft, jtftf 
^t, and ?ft, do each represent two or more different 
sentiments and with suitable anuvadis are capa- 
ble of changing the import of a tune meant to be 
expressed by its Vadi and Samvadi. Hence they 
have bOen lakon by old writers as taking the roll 
of Vivadis and, as such, they have to be avoided 
or cautiously used 

To illustrate the difference caused by differ- 
•ent Vadi notes, two tunes Deshak^ra and Bkh- 
pali may be taken as examples. Both these have 
the same notes, Sf ft, *it, ^ and ’fr, having ?? and rff 
left out. Their Sargams are as follows: — 

Deshakara — *>3t, <?, <?, ST, ft % & % iff, ft, 

with sft and ft as Vadi and Samvadi, 
respectively. 

Bhupali— Tit, ft, ^ ^ ft tft, S *Tt, vst art, ft, ST 
with 3ft and as Vadi and Samvadi, 
respectively. 

Now taking the tnne Desbakara s its Vadi \ft 
representing Blbhatsa and Karuna rasas suggests 
a feeling of disgust, distress, and fear, while the 
Samvadi ft expresses admiration, which with 
brings consolation, q with ’ft seems to offer an 
explanation ; also its existence and the absence 



•of at eliminate all bitterness "of feeling The 
tone, therefore, expresses worry and distress over 
■one’s shortcomings which cannot it appears, ho 
helped There is a hope from 1 the magnanmpty 
of the addressee, or the parson referred to, of 
pardon, whioh gives consolation The tune 1 may 
well be used m a prayer 1,1 1 

1 01 1 

In the case of Bhupah, ift is ,Vadi which 
■shows auger, and rft Samvadi Bhowing worry ft 
and 1 near 17) excite admiration and love and 
soften down the anger, while a brings calmness 
Here also there is no bitterness as ft is absent 
The tune therefore expresses sorrow and anger 
at the separation, or perhaps the inattention, 
of one’s beloved, bat love and admiration get 
the better of anger and cool it down leaving 
the lover reconciled to his or her rather pitiable 
lot 

The difference in the import of the two 
tunes due to the different Vadi notes is apparent 
It is also worth noticing how in the tune Bhiipdlf 
the sentiment of anger has been alleviated by 
the use of the note fl, which is a Vivddi of the 
Vadi note n't 

The use of necessary notes as Nyasa 0 r 
Apanndysa, a t the end of a tune 0 r the 
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different parts of it) is also important in the 
matter of expression, for the note at the end of 
a tune leaves an impression, which the inter- 
mediate notes do not. As noted in Chapter XIII, 
this is not unfortunately taken into consider- 
ation m the present-day musio. In the old 
Indian music, much importance was laid on this 
point. Tunes were divided mto eighteen catego- 
ries, called J£ti r&gas, according to their Nyasa 
(note at the end of a tune), and their V£dis, 
Vivadis, etc., determined. Some of them are 
given below as examples. The value of the notes 
meant has been noted m the remarks column 
in terms of our present notes. 



Statement showing some of the old Jafci ftigas 
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Panchaoii 



[ 206 ] 





Each of these Jati rngns represented, it 
appears, a certain general sentiment according 
to tlio Nyasa whioh was made specific by tlio 
Vddi taken, and tlio arrangtment of otlior notes, 
for any tun o in the group For instance, Shddjf 
group perhaps stood for Vfra rasa nnd a tuno 
with ft as Vddi and omitting and fh liko Hema 
Kalydna, would express Yuddha Vfra or heroism 
in battle Arshabhi group mdicnted marvellous 
ness, and a tuno with ft us Vddi will express 
appreciation, but with u as Vadi it will express 
awe and fear and so on 

Our present tunes have no defined Nydsa, and 
besides, some cf the old notes are no more usod, 
hence they cannot very well bo classified under 
the old Jdti rdgas winch would have facilitated 
their interpretation to a certain extent 

The subject of Jati rdgas is at present 
only of an academic importance and need not 
be pursued here further It however indicates 
the importance of Nyasa in the interpretation of 
tunes, which is worth lookmg into by experts 
when composing tunes for particular senti 
ments 

Wo may conclude this chapter after adding 
that in the matter of expression, the laya of 
tunes (fi- Chapter XI), and the Stbana and 
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loudness of notes* have also a useful bearing. 
For subjects of grave and sober nature, for 
instance, the laya used, will be Vilambita, the 
Stb&na of the notes mil be Mandra, and Madhya > 
and the tone mild ; while for the subjects ex- 
pressing love, sport, aod merriment, a quicker 
(druta) lava, and notes in Madhya and TMras- 
thana, will be more suitable. Anger will require 
a louder tone. 



CHAPTER XIX 


COMPOSITION AND INTERPRETATION OP 
TUNES 

Method of expressing: the several sentiments 
In Music How tunes could be Interpreted, 
explained by Illustrations Whycertaln 
tunes can have more than one 
Interpretation 

JN this ohaptor wo shall make an endeavour to 
illustrate how tunes oould bo found out or 
formed to express certain ideas, and vice versa 
how certain given tunes might be interpreted 
For the former, let us take, ns an illustration, 
the famous soliloquy of Hamlet in Shakespeare’s 
play of that name [Act III, Scene 1] The 
soliloquy expresses an utter disgust of the world 
and a great disappointment at the troubles of an 
outrageous fortune To get rid of them, the 
Prince considers whether it would be nobler to 
end hiB own life or to fight against the troubles 
and end them The former he dismisses as it 
was not certain what might happen after death, 
leaving him determined to take arms against 
the evils 
14 
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The sentiments expressed are therefore grief, 
disgust, anger, and determination, giving rise 
to Karuna, Bibhatsa, Raudra and Vira rasas. 
Appreciation and love are altogether absent, so 
Shringara and Adbhuta are excluded. The notes 
to be used would therefore be Shadja, G-andh&ra, 
Madhyama s Dhaivata and Nishada. Gr£ndhara 
would be komala, z,£., on the shruti Vajrika. 
Madhyama would be komala to help tfhadja m 
Vira rasa, as also perhaps tfvra, because there is 
worry. Dhaivata would be komala, the subject 
being one of solitary musmgs. Nishdda would 
also be komala on the shruti Tivra ; perhaps it 
would be better on the previous shruti Kshobhini. 
Raudra and Vira are the Sbhai rasas, hence the 
V£di must be from UT and 3? A tune in the 
Qandhari group (Jati ragas, pp. 205 and 206)mth 
SF, 3? as Vadi and Samvadi, and ft left out, would 
be appropriate to the sentiments expressed m 
the soliloquy. In our present music, the tune 
Malalsosha would approach this very nearly as it 
has no ft or and has its force on g, ur, ti. It 
has of course no 

As another illustration, let us take the senti- 
ments of Rishi Vishwamitra when the nymph 
Mamaka presented to him the baby Shakuntala, 
the offspring of their union, as represented m 
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the famous pioture “ Birth of Shakuntald ” of 
Bavi VermiS The Rishi is made to recolleot 
how in an unguarded moment he sucoumbed 
to the charms of tho nymph and lost the fruits of 
his austere devotion Ho upbraids and dospisoB 
himself, hides his face and refuses to look at 
tho ohild 

Hero also appreciation and love aro alto 
gather absent, and rishabha and panohama havo 
to be excluded The notes to bo used are 
shadja, giindbdra, madhyama, dhaivata and 
nisbada There boing no valonr or Vfra rasa, 
shadja is not to be accompamod by jt, there ib 
only a little determination for not having to do 
anything with tlio affair furthor Obyuta shndja 
on tho Bhruti MandS might havo dono m this case 
but wo have no suoh shadja Tho anger boing 
directed against self, it consist^ mostly of rooita- 
tion of tho faults and shortcomings rather than 
of abuses, hence gandhara will bo tfvra on tho 
shruti Prasarmi Madhyama as said cannot bo 
komala , it should be tlvra, there being so muoh 
worry Dhaivata must also be tivrn on the shruti 
Ugra, it was given komala m the previous oxaui 
pie as it was a soliloquy Nishada is also to be tlvra 
on shruti Kumudvatl The emphasis is to be on 
and ut, so the vadi, samvadi and if possible 
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Nayasa ought to come from these notes. Among 
the old JAti ragas, the tune -will perhaps be from 
the Naishadi group, with ^ as vadi and sam- 
vadi, and q and f* left out. In the current music 
the tune Bindola will be appropriate. 

The nymph Mamaka is also not very happy 
with the result of her union with the Rishi, The 
child Shakuntala was a human girl and could not 
he kept m the land of gods, with apsaras and 
fairies, and separation was unavoidable. Mainaka^s 
sentiments may be analysed as below : — 

1. She is worried over the beautiful human 
child whom she could not keep with her. She 
argues withm herself the possibility of her father 
keeping her and also hopes to that effect. 

2. She then approaches Vishwamitra, shows 
love towards him, describing the child apprecia- 
tmgly, and asks him to keep it with him. 

3. On the Rishi refusing to look at the 
child and to do anything with it, the nymph is 
greatly disappointed, and there is extreme worry 
and anger. 

4. The girl has to be left to her fate. There 
must be an abundance of maternal love and 
extreme grief. 

The notes to express these sentiments will be 
as follows 
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“(1) Worry will require tho use o£ =ft and ift , 
the solitary musing and arguments within her 
own mmd moan wt, 7, and ut , affection towards 
the ohild will need tho intercession hero and 
there of n and < 1 , and its loveliness will be indicat- 
ed by VI , 8 will be required rather frequently 
to express hope in tho ultimate end of worry 
The tune Par/a would appear to express tho 
sentiment very approximately, its sargama bo 
lngir.mwi 7, iflt, utv, iftmfl, tin, sftg, «foft7, wnftH , 
the vadi being tt 

(2) Here also tho notes will bo tho same, but 
id will be the oluof note, and n and 7 will be more 
frequently used, as tho chief object is enquiry, 
which is accompanied by tho expression of love 
jft is not required, nt being enough to indicate 
the inward worry In fact, n) might also be used 
sparingly The appropriate tune seems to be 
Ealtngra, whoso Sargama is sft wniftn, nt w, 
1 wt, =f! ut V, ut 7, nt tt tt, and Nyusa and Vadi 
til 

(3) Tho sentiment expro3sod here is Karnna 
mixed with a little anger, the notes being vj), sft, 
tfl, and ift There is no question of love, so 7 
must be left out Thera will probably be a little, 
not muoh, reoitation of the girl’s loveliness, for 
whioh tt will be required The tune fitting in 
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would be Sohim with its Sargama wt, sr, 
sft sffcsft srt sft, ®Tt, and^ 3 ft as Yadi and Samva&i. 

(4) This is Yatsalya rasa or the expression 
of maternal love and would require the notes 
% w and q. The idea of separation of the 
child from the mother will need a frequent use 
of ui? on the shruti Rohm!, and of qt on shruti 
Kumudvati, to express the extreme worry, str 
would be the chief note. It seems Jagiyh Asa* 
vari will be an appropriate tune, its Sargama being 

iTif q ^T^Tiffq qt q ?? *r 

with tsff, Tf, as Yadi and Samvadi 

For interpretation of given tunes, the process 
followed above is to be reversed. This has been 
done in the previous chapter in interpreting 
the tunes Deshakara and Bhupali, A tune or 
two more may be examined : — 

(1) Samira.- — The sargama of Hamriaw 
sr «ft, ’fft, q, ift q ^ q, ?r ft *r, with 

ft, as vadi and samvadi. sr ft sr indicate 
enthusiasm and happiness, and iff ift ridicule 
and joking. 'ft together would bring in dis- 
gust, but q being vivadi of ift and indicating 
love keeps this sentiment down. With q, ?ft 
also indicates devotion and nob worry. The 
tune therefore expresses happiness, merriment, 
and joy. 
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(2) Desha — The sargama of Desha is ft, ?7 V, 
tit tft «T, ^ <? *?, ?ft ft *ft, S, with * and H as 
v&di and samvadi and v as nydsa with ft 
stands for love, appreciation, and devotion, *71 
and sfl on the shrutis Tivra and Ugra, coming in 
between, simply enhance the sentiment on 
Prasanni indicates explanation and complaint 
The tune therefore expresses the sentiment of 
love or Shrmgara, perhaps Sambhoga, with some 
complaints of inattention 

The import of the tunes can surely be slightly 
modified by the more or less frequent use of the 
different notes For the same cause the inter- 
pretation of a tune by different experts cannot 
always coincide exactly Some of the tunes, 
however, can have more than one interpretation 
Jt is clear that if a tune could be played on 
two or more Janaka melas having their notes 
m the same pitch (or in the octave), it will be 
capable of more than one interpretation accord 
mg to the notes or shrutis of the respective 
Janaka melas This is possible only if the 
Janaka melas are on the same grama Among 
our present Janaka melas, only Bhairavi and 
Kalyani are on the same grama (Madbyama 
giama), and so the tunes sung or played on these 
melas are capable of two interpretations As 
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an ©sample, the tune Bmdola, one interpretation 
of which has been given at the beginning of this 
chapter, may be taken. 

The notes of Bhairavi Janaka melaare^r^T 
sn *l *5 sjt with shruti intervals of 2, 4, 3, 4, 
2, 4, 3. The corresponding notes of the Kaly£ni 
Janaka mela with the same intervals are 5ft ^ ft 
?ft <? ^ sft, so that with ^ having the same 
pitch in the two cases, a tune belonging to one 
of these melas will be playable on the other by 
the slight atteration of ?ft of the latter for H of 
the former, sr for ft for ut and so on. The 
sargama of Hindola on the Kalyanl scale is nft, 
^ sr, 5ft, ?ft ^ 5ft ?ft *ft 

This, when transferred to Bhairavi, becomes 
*1 ST 5^!? % w, * 5jt s? 5TT, 7 ?T. S being the same 

in the two cases, a second interpretation is pos- 
sible with the notes on the Bhairavi mela. ?T *!T 
and ?! are chief notes, which indicate an occasion 

t 

of happiness and enthusiasm that may be a 
unique one. n shows affection towards the object 
or hero of the occasion. The absence of *n and 
’ai show an absence of anger or misgiving. A 
great birth or a coronation may well be described 
in the tune Eindola. 

It is not suggested here that the ragas pre- 
scribed under the particular Janaka melas need 
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CfiPTER XX. 

PERSONIFICATION OF TUNES. 

Descriptions of personified Ragas and Raginis . 

Meant to express sentiments. 

How to Interpret them. 

IN Chapters 1 3 and 1 6, references were made 
to the picturesque descriptions, given in several 
books on music of the different r%as and 
raginis, which have been personified. Except m 
a few cases, the descriptions m the several books 
do not differ materially. A few are noted below 
by way of illustration, taken from RagamaH of 
Gangddhara and N&da Vinoda of Goswamfs 
Paunalal and Chunnilal. 

Bhairava — a yogi in the form of God Shiva, 
having three eyes, trishdla (trident) in hand and 
a garland of human skulls on his neck, engaged 
in meditation of God. He is wearing white 
clothes and has bhaskma (ashes) rubbed on his 
forehead. This with the moon in his Jat& (matted 
hair) doubles his handsomeness. 

Bhairavl — a beautiful fair-coloured lady, wear- 
ing white S&rl, and red bodice, engaged m wor- 
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shipping God Shiva on the Kaildsh mountain 
with lotus flowers She is holding Vina in her 
hands 

Bhupdlf— a lady, separated from her lover, 
wearing saffron coloured Sin, and grown pale 
owing to the fire of separation 

Deshakara — a lady with her body bright as 
gold, her face like the moon, her eyes like lotus, 
and full of sexual desire, she is playing with her 
husband 

Jogiyd Asavan— a lady with matted hair and 
her body besmeared with ashes [bhashma] She 
has Tnshfila and bowl in her hands and wears 
an angry look Also practising Toga and Vair 
dgya she gets entranced in God 

Hamira — A prince, expert in music, sitting 
in Mahfil [entertainment hall] He is engaged 
in merriment, and smiling amorously towards 
his wife thinks of going to bed 

Keddra — a lady ascetic with matted hair, ser- 
pent in her neck, worshipping God Shiva 
with rapt attention and Vairagya The tune is 
also shown as a male with the same ascetic form 
M dlakosha— a brave warrior sitting amongst 
warriors He is reddish in colour and has a red 
stick an his hand, and is wearing a garland 
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made of soldiers’ skulls. The R f aga is also re- 
presented as a prince of fair colour, wearing 
blue garments and a necklace of pearls, and 
holding a white stick m his hand. He is sitting 
among ladies who all love him, 

Deshi— (Desha), a beautifullady with green 
clothesj desirous of meeting her husband, whom 
she is awakening from sleep on different pretexts. 
As Desha (a r&ga) the tune is shown as a hand- 
some, 18*year old, cheerful young man, wearing 
white clothes engaged m music and thinking of 
meeting his wife, 

Parjft*— a fair-coloured lady, with body bright 
as gold. She is looking askance or through a 
corner of the eye. She is an embodiment of 
Karuna and Shdnfca rasas. 

The descriptions, it is clear, are meant mainly 
to represent certain sentiments, and comparing 
them with the expressions of some of the tunes 
worked out in the previous chapter, the two will 
be found to be showing almost similar sentiments. 
"The form, m which the sentiments have been 
expressed is not, however, very convenient, and 
it is a pity we cannot very well utilise the labours 
of the old writers An admirable endeavour has 
been made to this end by my friend L. Kaunu 
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Mai, MA,m his book ‘ Sahifcys bangfta .Nird- 
pana, ” wherein to interpret the sentiments con- 
tained in the descriptions of the personified 
ragas and rg^infs he takes the aid of the Indian 
literature on Rasas or sentiments In the par- 
ticular portion of this subject, known as “ Nayaka 
and Ndyikd Bheda especially appertaining to 
Shringara rasa, there is a description of different 
sorts of men and women, according to the age^. 
habits, temperaments degree and direction of 
affection etc , and profuse illustrations have 
been given to show their feelings and sentiments, 
and how these feelings and sentiments express 
themselves, t e , bhavas and anubhavas To find 
tho expression of a certain ruga or rdginf it is 
necessary to determine which particular N&yaka 
or Nayikd the description of the tune represents ^ 
the Bentimeets and anubhavas can then be easily 
fixed upon 

Let us take Kedara lagini as an example It 
represents a Nayiha or lady who is (d) Praudha, or 
fully grown up, (6) S wakiya or fully devoted to her 
husband, and (r) Proshita Bhartrika or Patika, t e , 
whose husband has gone out to another town or 
country Her worshipping Shiva is to get Victory 
over Kamadeva (Cupid) as the God had killed 
Kamadeva The description given in the book. 
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-«• Rasaprabodha ” of Praudha Vipralabdhd or the 
lady who missed to find her husband at the 
appointed place, is interesting in this respect. It 
saySj “ Seeing the place vacant, the lady bent 
her head, as if, feeling the full power of Kama* 
deva, she was entreating Gf-od Shiva.” 

Now the feelings of Swaklya Praudha Pro- 
shita patika are expressed in the following terms 
in “ Rasaprabodha ” — ct In the ci&y of her body 
separation has come in as a new sort of Kotwal 
(City Police-officer), so that, after making her 
keep up the night, Prana or life-vigour has to 
leave early in the morning for toil in other 
directions. Although her eyes are raining day 
and night the Bource of supply is not diminished ; 
water from the eyes serves as ghee (clarified 
butter) to the fire burning m the heart.” This 
then iB the expression of the ragml Kedara. It 
stands for Vipralambha Sliringara. [See Ch. 
XVII]. 

As a male figure the tune will represent 
Shanta rasa and devotion. So Kedara can be 
used to express both these rasas. The tune being 
one belonging to the Janaka mela Kalyanl can, 
we know, have two expressions. 
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Chapter XXI 

GESTICULATING AND DANCING 

Practical playing on instruments, acting and 
dancing beyond the scope of this book Work 
of an actor and a dancer in connection 
with music briefly explained 

JN chapter I it was noted that Indian music dealt 
with and divided itself into seven subjeots 
vtz, 0) Swara or notes, (2) Ruga or tunes, (3) 
Tdla or rhythm, (4) playing on instruments, (5) 
Artha or meaning of the tunes (6; BhSva or 
gesticulating, t.e , aotmg so as to explain the 
meaning of the songs and to express the sent] 
ments of the tunes, and (7) Nntya or dancing 
The subjects I, 2, 3, and 5, have been dealt with 
pretty fully m the above pages No 4 or the 
playing on instruments. No 6 (Bhdva) and No 7 
(dancing) are subjects mostly practical, and there 
fore beyond the scope of this work, which deals 
with theory and principles However, the pnnci 
pies laid down m connection with notes, tunes, 
their expression and rhythm, are expected to be 
of substantial help m these subjects as well 
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Taking the playing of instruments, for in- 
stance, fclie sargams given of the different tunes 
will enable the player to play those tunes. 
Knowing the relation of the notes to each 
other, t.e . 5 the samvadis, anuvadis, and 
vivadis of the v&di note he will be able to 
expand the tunes., keeping vlv&dis out 
The theory and principles of harmony which 
make it possible to prepare orchestral music can 
particularly be utilised m instrumental music 
only. The several t&las are aB essential for the* 
instrumental as for vocal music. Of course, how 
each instrument, vind, sft&r, piano, harmonium, 
violin, flute, tabla, or other instruments should be 
played has to be learnt from music-masters or 
Ustads, or from the books written for the 
purpose. 

Bhdva or gesticulating requires action and 
* posture expressive of the meaning and sentiments 
of a song. It may be taken for granted that the 
wording of a song and its tune would be express- 
ing the same feelings. The actor has two duties 
to perform. He has to explain the important 
points of the song by the proper motion of his 
body and hands, as also to indicate the sentiment 
expressed m the tune, chiefly by means of face,, 
eyes and hands. 
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In chapter XVII, m which sentiments have 
been classified, anubhavas or bodily manifesta- 
tions, as also mental manifestations, of each feel- 
ing and sentiment have been noted A real 
actor has to put them in practice For instance 
m Bhayanaka rasa, with fear as the chief feeling, 
the anubhavas are sweating, trembling, tears, etc , 
and these are to be shown by the actor Sweat- 
ing and tears, if not real, have to be indicated by 
hand, wiping the forehead and cheeks The 
Mann vyubhicharfs like shanka, chmta or anxiety 
etc , are to be expressed in the face and eyes. 
Dancing is a combination of Bhava and tala 
or gesticulating and timing, the latter particular 
ly in a very high degree, as it has to follow tho 
tanas and paranas of tabid and pakhavaja For 
this reason, the word Tala (tntf) is sometimes taken 
as a combination of the initial of two words 
Tandava ( UWS5 ) and Lasa ( 5W ) which were the 
peouliar dances of God bhiva and his consort 
Parvati, respectively As in showing Bhava, the 
gestures and postures, assisted by hands and eyes, 
indicate the meaning of the song and the import 
of the tune sung The work of a dancer is there 
fore very difficult and exacting Nardas “ Sangfta 
Makaranda ’ give3 the following as attributes of 
a dancer — 

15 
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sfcflWlT qr^TT ^VZ fopT: U 

i.e.f by bis body lie indicates tbo general import 
of a song, with bis bands be shows its meaning, 
with bis eyes be expresses the teeling and senti- 
ments, and with hie feet be keeps the tdla and 
time. 

The old books on the science of dancing give 
the diferent postures expressive of the different 
sentiments, as also bow t&las and their tdnas are 
to be carried out in the dance. How certain 
things and ideas are to be expressed by hands 
etc. are also noted. But it is outside the scope 
of thiB treatise to go into all these. 



CHAPTER XXII 

NOTATION 

The system of recording- music at different times 
Advantage of the Indian system of recording 
notes by their initials 

r pHB desire to preserve for posterity the the expe- 
rience and knowledge gamed, or the result of 
observations made has been nntural for all time 
This has been the cause of the invention of writ 
ing and the alphabet In the case of music too, 
attempts have all along been made by the music 
masters to record what they or their predecessors 
or contemporaries had achieved The notation, 
as the alphabet ofc this recording oE musio is called, 
has been somewhat different in different times In 
India, the initials of the names o c the notes, viz 
*r, ft* e k c y have been the basis o£ this recording 
from very early times It is not known how the 
notes were recorded before the present names 
were adopted 

The following are the chief items to be mdi 
cated in music writing (l) Notes or swaras , (2), 
fcneir pitch, i s , whether Shuddha or Vikrita , 
(3) their octave, i e whether Mandra, Madhya, 



@r T&rasthana ; (4) Sdt, in case the notes are 
meant to be blended together; (5) Andolan or 
swinging of notes, which in quick succession is 
called zamzama; (6) Mid, in stringed instruments, 
when the wire or string is so much stretched over 
a fret as to sound another higher note ; (7) T£la 
in case of timed r&gas or songs ; (8) Rasa or 
sentiment indicated by a tune, its time of 
singing, derivation, or any other information that 
the writer may like to record. 

In old days, from the time of Bharata to that 
of Sharngdeva, the notes were indicated by their 
initials (sf, R, *f, etc.) and their pitch by mentioning 
the particular Mdrchhana which gave the notes of 
the tune. We know there were seven mdrchhanas 
for each grama or fourteen for the two gramas m 
use. At this time, we also know, several of the 
notes had more than two forms, so mentioning the 
mdrchhand was the best way to show which notes 
were meant. The higher octave or Tara sth^na 
was indicated by a small vertical line, and the 
lower octave or Mandrasthana by a dot over the 
initials. Andolan is indicated by using dirgha 
(long) vowels with initials of the notes [e. g ., ^ ut 
w « sft *r %.] 

Tala was noted down in cases of timed ragas, 
as also other items mentioned above m No. 8. 
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The following description of Raga Kukublia, 
taken from Sangfta Ratnakara, illustrates the 
point “Kukubha is derived from Madhyama, 
Panohann and Dhaivati Jati ragas, Dhaivata is 
its Ansha (Vadi), and graba (starting note), 
Panohatna its ending note (Nyasa), the Mhrchha 
na is Dhaivata Murohhana of Shadja grama , 
Prasanna Madhya arohf varna is the alankara , 
Rasa (sentiment) expressed is Karnna , Tama is 
the presiding god , it is sung in Sharad season ’’ 
Then follows the sargam and alapa of the 
raga 

Ragavibodha combined the notes and their 
pitch, or the ewaras and their murchhana values, 
into one, by giving the shrutfs inBtoad of the 
notes used in a particular tune 

Later on, on the introduction of Janaka 
melas, mdrchhanas were replaced by Janaka 
melaB, the notes being given m the usual way by 
their initials 

The books on bitar gave their own scales or 
Thaths, and for the notes the number of frets 
counted either from the top or from the bottom 
Mfd and Zamzama were mentioned where requir 
ed the latter was sometimes indicated by a small 
line of dots Silt was also noted by a line above 
the notes to be blended 



In all this notation, however, there was no 
way to indicate periods of less than one syllable 
or matra. To meet this defect, for some time m 
recent years, the English system of notation was 
adopted m some parts of Bengal. This system 
we know consists of a scale of horizontal lines 
which with their intermediate spaces indicate the 
different notes of the gamut for several octaves, 
and the period each note is to be used for is 
indicated by the signs representing crotchets, 
minims, etc. This dealt all right with small 
periods of less than a matra, but it had the 
following disadvantages : 

(1) It caused a muddle m the Tala, chiefly 
in the different parts of its anga indicated by 
strokes, as they could not be easily shown , and 
<2) the peculiarity of the Indian system of 
indicating the notes by initials of their names 
was lost. This method of indicating the notes is 
superior to other systems m that the short names 
psychologically bring the real notes at once to 
the mind of the smger, which the mere horizon- 
tal lines are incapable ot: doing. The use of the 
English system could not therefore last long. 

Then came the elaborate and rather cumbrous 
system introduced by Pandit Vishnu Digambara 
Pulaskara, m which signs have been fixed for 
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multiples and fractions of niAtras [i «, 1/', 1/4, 
]/$, 1/16, 1/3,1/C and 1/12] Those nro to 
bo placed under tbo swam initials w, ft, n, otc For 
pitch of tlio notes, tin ro are different signs to be 
placed bofore tlio notes to show whothor they 
aro abuddba or in n vikritn form However, no 
signs are given boforo sliuddlin notes and those 
gonomlly used in a Moln (3cnlo), ns for instance 
in tunes on the Bihivnln mein, livra Madbynma if 
used will bo givon its sign, vvlnlo in those on the 
Knlyam tncln, bliuddlm Madbynma will bo given 
ono This is not only confusing, bill noeds mon 
tion of tbo particular Jnnakn ratio mod, which if 
done tbo sovctal signs become superfluous I’o 
show tbo Sthnna (octave), tlio notation consists 
of throe horizontal columns to take tbo notes in 
tbo threo octaves, Tara Madhya and Mandra 
Tbo difficulty of Tula, as mentioned above in 
tbo case of hiiighsh bj stem, roraamed tbo same 
in this, to meot which Tala strokos nro separately 
shown by the numbers, 1, 2 and 3, showing tbo 
bama, ordinary strokos and Khali respootivoly 
There is no doubt that an eudetwoue has been 
made in this systom to lnoludo everything in its 
notation, out being rather cumbersome it cannot, 
although ourront, bo rogardod as a suocoss on 
tbo whole 
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Another system, which started almost simul- 
taneously with that of Pandit Vishnu Digambara 
and is gaining popularity, is that of Pandit 
Vishnu Ndrayana Bhatkhande. Here Shuddha 
swaras in Madhya sfchdn a are shown with ord- 
inary initials, Komala Swaras have a hyphen 
underneath, and Tivra Madhyama a small verti- 
cal line above tt. Mandrasthana swaraB have a 
dot below, and Tarasthana swaras a dot above, 
the initials. In the case of Slit a curved 
line is given over the notes to be blended to- 
gether. 

The method of writing consists of horizontal 
columns divided by vertical lines, to show the 
strokes or parts of the anga of the Tala to be 
used, each stroke or part giving its matras (two, 
three, or four) separately. Whether the stroke 
has a Sama or Khali, or is an ordinary one, is 
also indicated respectively by signs x, o, and the 
figures 1, 2, 8. etc. In case a m£tr£ requires 
more than one note (swara), all the notes re- 
quired are written together m the space provided 
for the m&tra, Fractions of mdtrds are thus 
indicated. The exact fractions 1/4, 1/8, 1/16, 
etc , it is hardly necessary to show. 

Pandit Bhatkhande’ s system has all that 
is ordinarily required and is at the same time 
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simple It lias bon ever tho small defect that 
it cannot work well in scripts wlncli lmvo dots 
on tbcir lottors rg, Urdu or Persian Decides 
dots and small hyphens nrolinblo to bo ignored in 
print or in reading bo JIvarifnn Naghmal, 
the oxcollont Urdu booh by bailed Nnwab All 
Sahib, has added un "a" (I nhf) for horanla swaras 
andan'T’ yo) for bhudda or tlrra on<.«, 
tho fixed swarastraud 9 going with tho former 
bor Mandra and Turn Sthanas, hypbons nro 
added below and nboro tlio no'es respectively 
This is a dosirablo olinngo and has, with the 
oxcoption of tho fixed notes, boon adopted in this 
book also, ride Chapter VII 
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